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PREFACE
The purpose of this dissertation is to investigate compositional strategies that
Russian composer Rodion Shchedrin (b. 1932) employed in his treatment of the unique
twentieth-century genre of concerto for orchestra. This genre, despite being well-known
among composers and audiences alike, lacks attention from music theoreticians and
analysts. Such unfortunate oversight may stem from two possible reasons: the misleading
familiarity of the term, and the overwhelming popularity of Béla Bartók’s Concerto for
Orchestra (1943). Everyone knows what a concerto and an orchestra are—so why dig
any deeper? The Bartók masterpiece became a model that all other concertos for
orchestra are compared to, though very few—if any—other pieces bearing a similar title
have reached the level of public appreciation of Bartók’s.
A simple online search demonstrates that Bartók was not the only composer to
write a concerto for orchestra. Furthermore, there are composers such as Goffredo
Petrassi (1904–2003), who have made writing concertos for orchestra somewhat of a
specialty, with seven completed opuses in Petrassi’s case. Since the genre has never been
standardized or stuck into any other kind of a procedural box, every composer’s take on it
is creative and unique. This dissertation is an attempt to shine a light on one composer’s
approach to the genre, with hopes to inspire future explorations of the other concertos for
orchestra by other composers, of which there are many.
Rodion Shchedrin is one of the most popular contemporary Russian composers,
and he continues to enjoy a successful career both at home and abroad. He is the author
of five concertos for orchestra: no. 1 “Naughty Limericks” (1963), no. 2 “The Chimes”
(1968), no. 3 “Old Russian Circus Music” (1989), no. 4 “Roundelays” (1989), and no. 5
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“Four Russian Folk Songs” (1998). I chose Shchedrin’s concertos because even though
the pieces share many similarities (all five are single-movement compositions based on
Russian folklore), they come from three distinct periods in the composer’s creative life.
The five concertos make use of a wide variety of compositional techniques that allowed
Shchedrin to focus our attention on different aspects of orchestra virtuosity, such as
timbre, range, technical agility, and expressive capabilities. Rodion Schedrin’s generous
contribution to the genre will not only illustrate one composer’s multiple solutions for the
problems that the concerto for orchestra poses, but will also allow us to trace the
evolution of the genre within the scope of a creative life of a particular artist.
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ABSTRACT
Potemkina, Nadezda. DMA. The University of Memphis. December, 2017. Rodion
Shchedrin’s Five Concertos for Orchestra: Expressing Ensemble Virtuosity. Major
Professor: Dr. Janet K. Page.
This dissertation introduces the work of Russian composer Rodion Shchedrin (b. 1932),
and examines his approach to the genre of concerto for orchestra. Chapter one provides a
brief survey of the current state of research on concertos for orchestra, as well as the
composer’s biography, and an overview of his compositional style.
Chapter two focuses on the 1960s, the period when the first two concertos were
written. It begins with an outline of the cultural and political climate that might have
influenced the two pieces, and proceeds with the analysis of the Concerto for Orchestra
no. 1, the most popular of the five. The analysis examines the history and cultural
background of the composition, formal organization of the piece, thematic contents and
orchestration, and the compositional and performance techniques used to showcase the
orchestra’s expressive and virtuoso abilities. Concerto for Orchestra no. 2 also receives
significant attention, as the piece presents a sharp contrast to the first concerto, in all
parameters, from dramatic contents to the style of composition, even though only five
years separate the two opuses.
Chapters three and four present the remaining three concertos, following the same
procedure as chapter two, though the analysis offers fewer details and only highlights the
most interesting elements of orchestration and melodic material. Concluding thoughts
and a summary of the most interesting findings make up the closing chapter.
The Appendices present supplemental materials, which include (for the first two
concertos) tables with wind and brass part ranges, lists of the score directions and
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extended techniques, and lists of most prominent and interesting instrument combinations
and solos. There are complete instrumentation lists for Concertos nos. 3–5, translations of
the score directions and notes that were given in Russian, as well as text translations for
the songs that served as inspiration or material for direct quotations in the concertos in
question.
This dissertation aims to present orchestral music of Rodion Shchedrin to wider
audiences, and inspire further exploration of development and evolution of this unique
twentieth-century genre through this survey of one composer’s approach to writing a
concerto for orchestra.
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CHAPTER ONE
INTRODUCTION
A couple of years ago, while searching for interesting repertoire for my Russiathemed concerts with the Memphis Occasional Orchestra, I came across an interview
with the famous Russian composer Rodion Shchedrin. Shchedrin, reminiscing about his
student life at the Moscow Conservatory, was telling a story about the times, in the early
fifties, when he used to compete with his classmates (for the fun of it, with a stopwatch)
for the fastest performance of a certain Chopin Etude, and would frequently end up
winning the contest. The punch line of the story was the composer admitting that, based
on what he hears in the practice rooms of the Conservatory today, he would not stand a
chance competing with the present-day virtuosi. One can argue about the value of sheer
virtuosity in any kind of performance, but the fact remains that musicians do play faster,
play louder, and keep reaching for the new extremes of their instrument’s range every
day. There are numerous examples in now-standard symphonic literature of pieces that
had been labeled “unplayable” at the time of their first presentation, but cause little
trouble to modern generations of orchestral musicians.
Shchedrin’s comment on the ever-rising technical level of instrumental
performance made me think of the impact that soloist virtuosity must have had on the
orchestra as a performing entity, and piqued my curiosity as to how exactly these rising
technical abilities (hence, demands) manifest themselves. Soloists play concertos to place
their skills on display; therefore a concerto must be the ultimate showcase vehicle for any
type of performing force, including the orchestra. However, a symphony (written by a
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well-known composer) or a solo concerto (played by a well-known soloist) remain the
genres that have the best chances to attract audiences to an orchestral performance.
When someone mentions a concerto for orchestra, the first name that comes to
people’s mind is Bartók. Professional or enthusiastic amateur musicians may also recall
Tippett, Lutosławski, or even Higdon—but how often do we actually see a concerto for
orchestra on a program? I suppose, some of the reasons for such neglect might be, on one
hand, the overwhelming complexity of concertos for orchestra, from grandiose personnel
demands, which require additional financial resources, to extreme technical difficulty of
the music itself, which requires numerous rehearsals—and, again, additional financial
resources. On the other hand, I wonder whether or not the genre of concerto for orchestra,
as, practically, a symphony with an added mission (to showcase the virtuosity of the
orchestra), is a significantly greater challenge for the composers. This is not to say that
other genres are presumed “easy.” Any type of an orchestral composition is a trial, when
approached with due diligence, but if a piece happens to have an excellent English horn
solo—great; if not—no big deal. As long as there are interesting musical ideas, everyone
will be satisfied. However, once we see the title concerto for orchestra, we
subconsciously expect to hear from every single person and section on stage—and we
still want this material to be musically interesting and engaging.
For example, in 2012, The New York Times reviewed a New York Philharmonic
commission by composer Marc Neikrug, who was tasked with writing an orchestral
showcase, and envisioned a Concerto for Orchestra which would require the musicians
of the Philharmonic to “play ferociously difficult music like ferocious animals.” The
reviewer was quick to point out that “having focused so thoroughly on putting the
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musicians on display, Mr. Neikrug neglected the other part of a composer’s job, which is
to say something memorable. Often it seemed as if he were rummaging through a toy
box, shaking this and striking that, then moving on blithely to the next thing. Without a
strong thematic thread … even virtuosity eventually pales.”1
As the least canonized orchestral genre of the twentieth century, the concerto for
orchestra is most welcoming of experimentation, which makes it quite a challenge to
describe and categorize. When I first ventured out in search of an “official,” formal
definition of the term, I honestly expected to find an abundance of information in a
variety of sources. Such confidence proved to be a rather naïve delusion. My personal goto music reference guide, Oxford Music Online, offered a two-sentence blurb with very
few composer examples and no cross-references.2 I grew suspicious, and spent an
afternoon at a music library searching through all the available reference books. Out of
over a dozen of printed items that I was able to get my hands on, only about half offered
some kind of information on the genre in question—even if a mere admittance of its
existence. I discovered that the current Oxford Dictionary of Music entry first appears in
the 1980 printed edition, in the exact same wording, not having been edited, revised, or
expanded since. However, The Oxford Dictionary is one of only two sources that list
“concerto for orchestra” as an independent entry, the other one being Norman Lebrecht’s
definition, which also points out that the concerto for orchestra “was conceivably the
century’s most successful new musical form.”3 Most successful—and most neglected in

Alan Kozinn, “Every Instrument Has the Spotlight: The New York Philharmonic at Avery Fisher Hall,”
New York Times, April 27, 2012, http://nyti.ms/1TboXSY.
1

The Oxford Dictionary of Music, s. v. “Concerto for Orchestra,” accessed March 13, 2015,
http://www.oxfordmusiconline.com.
2

3

the twentieth-century scholarship? I found amusing the fact that there is no mention of
any type of a concerto in either Dictionary of Contemporary Music or The Language of
the 20th-Century Music. Other reference aids mention “concerto for orchestra” and/or a
few of the most familiar names associated with the genre under a general entry for
“concerto.” On the bright side, the prize-winning definition came from the 1944 edition
of Harvard Dictionary of Music:
Several modern composers have written compositions under the seemingly selfcontradictory title: Concerto for orchestra, i. e., without a soloist instrument. This
trend occurred in connection with the neo-classical tendencies of the 1920’s, as a
revival of the concerto grosso of the Baroque in which the soloist aspect is much
less pronounced than in the modern concerto. These concerti approach the old
form in the use of a chamber orchestra, in their emphasis on “motoric” rather that
emotional impulse, and on linear design rather that massed sound of orchestral
effects (Stravinsky, Concerto in Eb). Some of them introduce the Baroque
concertino, i.e., a group of three or two solo instruments alternating with the full
ensemble, e.g., Hindemith, Konzert für Orchester, op. 34 (1925), Piston, Concerto
for Orchestra (1933).4
It is important to mention that John Vinton, the author of The Dictionary of
Contemporary Music, did publish an article in Notes in 1973, a year before The
Dictionary came out, with an enthusiastic introduction to what I believe to be the most
comprehensive survey of concertos for orchestra of that time (pre-Wikipedia, that is).
Vinton also describes the concerto for orchestra as a “brilliant idea” and a “unique
twentieth-century genre,” and suggests topics for more thorough studies.5 Unfortunately,
Vinton has not yet found the time for further explorations, and his article failed to inspire
others to contribute to the account. There certainly are numerous analyses of individual

3

Norman Lebrecht, The Complete Companion to 20th-century Music (London: Simon & Schuster, 2000),
82.
4

Willi Apel, Harvard Dictionary of Music (Cambridge: Harvard University Press, 1944), s. v. “Concerto.”

5

John Vinton, “For Jan LaRue: The Concerto for Orchestra,” Notes 30, no. 1 (September 1973): 16.
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compositions, but I do believe that a Cambridge Companion to the Concerto for
Orchestra is long overdue.
John Vinton calls the twentieth century “the great destroyer”—of conventions,
traditions—which created music with very few “commonly accepted building materials
and no commonly accepted architecture.”6 The concerto for orchestra stands out as one of
very few exceptions: in a rare effort to consolidate (nostalgic neoclassicism?), it brings
together the seventeenth-century concerto, the eighteenth-century symphony, and the
nineteenth-century orchestra. Michael Tippett voices concerns about imprecision and
confusion with titles of instrumental forms, created in an avant-garde-oriented time that
rejected conventions of the past, and calls for clarifying the situation by closely
examining the history behind the titles.7 The term concerto lived through rather
significant changes, and there is a world of difference between what this genre implied in
the early eighteenth and in the late eighteenth century. Concerti grossi of Handel and
Vivaldi—multi-movement instrumental suites—morphed into three-movement display
vehicles for solo instruments accompanied by an orchestra. This is what concerto means
to us nowadays, with the term concertante readily available to describe the pieces in the
style of older concertos of Corelli and Vivaldi,8 or to refer to the Classical era relative of
the concerto grosso, the sinfonia concertante.
Tippett’s description of Bartók’s Concerto for Orchestra may serve as a
convenient model in our analysis: he outlines “two negatives and two positives” in

6

Vinton, “The Concerto for Orchestra,” 15.

Michael Tippett, “Michael Tippett,” in The Orchestral Composer’s Point of View: Essays on TwentiethCentury Music by Those Who Wrote It, ed. Robert Stephan Hines (Norman: University of Oklahoma Press,
1970), 204.
7

8

Ibid., 206.
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Bartók’s treatment of the genre, which, incidentally, Tippett states Bartók “invented”—
an interesting claim that once again proves the point of how little scholarship there is on
this genre, since the first known Concerto for Orchestra was written by Paul Hindemith in
1925. According to Tippett, Bartók’s “negatives” are absence of a soloist, which
eliminates the display concerto option, and no evidence of a deliberate return to the early
eighteenth century tradition, which eliminates the concerto grosso classification. On the
“positive” side, the piece consists of five movements that nonetheless hint at a suite
structure of some sort (pointing back to concerto grosso), and the idea that the orchestra
itself might actually be the showcased instrument (a point in support of a display
concerto).9
These are exactly the points that I believe need to be considered in our discussion
of Rodion Shchedrin’s treatment of the genre: form, texture, and instrument showcase
strategies. At first glance, we may hurry to dismiss the question of form (on a large scale)
altogether and deposit it into the “negative” bin right away, since all five of Shchedrin’s
Concertos are single-movement, programmatic compositions. However, the structural
organization of each piece allows for speculations in favor of both “old” and “current”
definitions of the term “concerto.” Different sections may function as movements in a
suite, and an abundance of variety and contrast in instrumentation, orchestration, and
styles of presentation of leading instruments or sections of the ensemble will help us to
generate a report on “Shchedrin’s Concerto for Orchestra” that is sure to appear as unique
and diverse as manifestations of this genre have always been.

9

Tippett, “Michael Tippett,” 206.
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Biography
When I was growing up, purely entertaining, commercial music was not yet as
ubiquitous as it is now on television, radio, in rail stations, sea-ports and shops. It
was still possible to hear choral songs, the sound of the accordion, strumming of
the balalaika, funeral laments, and the cries of shepherds at dawn, coming from
beyond the river, enveloped in fog. All that distant and now extinct musical
atmosphere of a Russian province is strongly etched in my childhood memories.
—Rodion Shchedrin, from an annotation to a CD recording10
Rodion Konstantinovich Shchedrin was born in 1932 in Moscow, and shares his
birthday with Beethoven (December 16). His grandfather was an Orthodox priest in the
town of Aleksin, Tula region, on the river Oka. The man was highly respected in the
community, and the path Father Shchedrin used to get to work every day was dubbed
“shchedrinka” by the local population.11 Rodion’s father, Konstantin, was a professional
musician. Gifted with a photographic memory and perfect pitch, he taught himself to play
the violin, and was eventually noticed by the famous Moscow actress Vera Pashennaya,
who had come to Aleksin on tour with Moscow Mali Theater. The actress heard
Konstantin play, and, amazed by his talent, paid for his trip to Moscow to meet the
Conservatory director Mikhail Ippolitov-Ivanov.12 Konstantin was accepted to Moscow
Conservatory, graduated in 1918 with degrees in violin and theory, and returned to
Aleksin to open a children’s music school there. Later he went back to Moscow and
became one of the founding members of the Union of Composers.
As a young child, Rodion entered a piano studio at a local children’s music
school, though he displayed no burning passion for classical music. Nevertheless, he
Rodion Shchedrin, liner notes to Concertos for Orchestra Nos. 4 and 5/Khrustal’niye Gusli:
Bournemouth Symphony Orchestra, Kirill Karabits, Naxos 8.572405, CD, 2009.
10

11

From the Russian “tropinka,” meaning unpaved footpath, usually through the woods.

Valentina Kholopova, Put’ po tsentru: Kompozitor Rodion Shchedrin [Path through the center: composer
Rodion Shchedrin] (Moscow: Kompozitor, 2000), 31.
12
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grew up surrounded with music—chamber music performances were regular events in
the household. Shchedrin recalls Sunday family concerts in his home as some of the
brightest musical influences of his youth. His father, an accomplished violinist, used to
play chamber music with his two brothers, Rodion’s uncles, a pianist and a cellist.
During World War II, the family was forced to immigrate to Kuibyshev (now
Samara). Shostakovich relocated there at about the same time and finished his Seventh,
“Leningrad” Symphony in Kuibyshev. This is where Rodion witnessed the premiere
performance of the piece, under the direction of Russian conductor Samuil Samosud.
Shostakovich and Konstantin Shchedrin also took care of the Union of Composers
business from Kuibyshev, as the chairman and administrative assistant respectively.
Eventually the family returned to Moscow, and Rodion enrolled at the Central Music
School, though at that time he cared for music even less than before. Real, “serious” life
was calling: twice he ran away from home trying to reach the Red Army on the front
lines to help fight the war. The parents became desperate and made a decision to send
Rodion to the Nakhimov Naval Academy, “to learn discipline,” but just as the documents
were about to be submitted, in 1944, Moscow Choir College, a new music education
institution, opened its doors. A boarding school for boys, with discipline policies not
much more forgiving than those of the Naval Academy, the Choir College appeared to
the Shchedrins an attractive alternative to a military career.
Rodion Shchedrin remembers: “I have acquired all the basics in the choir college,
where we performed Western classics, old Netherlanders, sung non-Soviet Russian music
as well. It was quite dangerous at that time, so Sveshnikov13 replaced canonic liturgical

13

Alexander Sveshnikov (1890-1980), a Russian choir conductor, arranger, composer, educator, and the
director of the Moscow Choir College at the time.
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texts with ‘neutral’ lyrics about spring and sunshine—but we were still able to absorb that
musical culture.”14 Shchedrin’s Choir College piano teacher, Grigori Dinor, seeing great
potential in Rodion, took him to see Yakov Flier at the Moscow Conservatory. Shchedrin
played Chopin, and seeing that Flier was not very much impressed, Dinor, trying to save
the situation, mentioned Shchedrin’s compositional talents.15 Shchedrin was asked to play
some of his own works—and got accepted into the Conservatory, to study piano
performance with Flier and composition with Yuri Shaporin. During his senior year at the
Conservatory, the young composer produced two of his first truly successful
compositions, the First Piano Concerto (1954) and most of the ballet The Little
Humpbacked Horse, including an orchestral suite by the same name (completed in 1956).
Shchedrin is an accomplished pianist who has premiered the first three of his six
piano concertos. Flier, even though being always very supportive of Shchedrin’s
compositional efforts, occasionally lamented the fact that his student ended up not
devoting himself fully to piano performance. The choice between these two highly
demanding disciplines was an extremely difficult one to make, and even though
Shchedrin was able to successfully multitask for an admirably long period of time,
eventually something had to give. The composer admits that if he had two lives, he would
in a heartbeat spend the second one on playing the piano, and if the third would be
offered, he would love to study conducting, “but we only have one life. As it is, there has
been so many distractions from composing.”16

14

Rodion Shchedrin, Avtobiograficheskie Zapisi [Autobiographical Notes] (Moscow: ACT, 2008), 127–28.

Kholopova, Put’ po tsentru: Kompozitor Rodion Shchedrin [Path through the center: composer Rodion
Shchedrin], 34.
15

16

Shchedrin, Autobiographical Memories, 172.
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From 1955 through 1959 Shchedrin continued his composition studies with
Shaporin, on the graduate level.17 Shaporin thought very highly of Shchedrin’s
compositional talents: “We should be expecting a lot from Rodion Shchedrin—one of the
most gifted among contemporary composing youth.”18 The professor’s intuition did not
betray him: Shchedrin graduated in 1959 with the Conservatory Prize in Composition for
his Symphony no. 1 (1958), taught composition at his alma mater from 1965 to 1969, and
has freelanced ever since. In 1973, Shchedrin succeeded Shostakovich as Chairman of the
Composers’ Union of the Russian Federation, resigned in 1990, and from 1992 divided
his time between Moscow and Munich.
The years spent in Moscow Choir College had a significant influence on
Shchedrin’s compositional process. His choral output is extensive; however, his
reputation was built upon a diverse variety of works for virtually every instrumental
medium, especially for orchestra. The composer’s oeuvre boasts seven operas (the latest
one, A Christmas Tale, premiered in St. Petersburg, Russia in 2015), five ballets (all
written for the Bolshoi Theater between the 1950s and the 1980s),19 one musical (a
Japanese adaptation of a Samuel Marshak’s story, premiered in Tokyo in 1988), three
symphonies, five concertos for orchestra, fourteen instrumental concertos (six for piano,
two for cello, and other for trumpet, violin, viola, oboe, as well as two double concertos),
dozens of orchestral compositions, including suites from most of his major ballets and
operas, five cantatas and oratorios, eight compositions for voice, eleven cycles of
17

Aspirant program; in the Russian system of education, an equivalent of an intensified Artist Diploma,
with Doctoral candidacy.
18

Irina Prokhorova, Rodion Shchedrin: nachalo puti [Rodion Shchedrin: beginning of the way] (Moscow:
Sovetskiy Kompozitor, 1989), 8.
After the composer’s and his wife’s (prima ballerina Maya Plisetskaya) relationship with the Bolshoi
cooled off, Shchedrin stopped writing ballets.
19
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choruses a cappella, incidental and film scores (including the incredibly popular score to
the 1957 movie Altitude), chamber music, and dozens of pieces for solo piano.
During the course of his long, successful career, Shchedrin has enjoyed
collaborations with an impressive array of international artists and musicians, such as
Picasso, Chagall, Bernstein, Barber, Orff, Penderecki, Berio, etc. He has also received a
number of prestigious commissions, including those from the Chicago Symphony and the
New York Philharmonic.
Shchedrin himself does not approve categorizations of this music by genre or
compositional technique. Instead, he favors categorization that relates to stages in his life
as the most objective. In his 2002 interview with critic Yakov Platek, Shchedrin proposes
the following classification: youth, maturity, and post-maturity.20 Even though this
particular format is not exactly convenient for the purposes of the present research, it
might be beneficial as an additional layer of reference in our timeline. The First Concerto
for Orchestra (1963) will fit perfectly into “youth” category as a light-hearted, playful
piece, along the lines of his first out-of-conservatory successes of The Little Humpbacked
Horse (1956), the First Piano Concerto (1954), and the opera Not Love Alone (1961). The
Second Concerto for Orchestra (1968) stands only five years apart from the first, but it is
dramatically different in emotional intensity, structure, and methods of composition, and
may be considered one of the first mature works, along with Concertos for Orchestra nos.
3 and 4, written in the eighties. Even though the composer himself does not provide even
a mere approximation for a start and end for each period in his creative life, I would like
to propose the 1990s as the beginning of post-maturity. In a 2002 interview with Yakov
Platek, Shchedrin mentions that since the nineties he has been often working on
20
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commission, and very much enjoys this creative format.21 He has established a reputation
for himself, and now is able to enjoy an abundance of very generous contracts with
minimal limitations, which allows the composer to enjoy the security of writing
commissioned works, while keeping the process artistically satisfying. With the Fifth
Concerto for Orchestra being written in 1998, the five pieces will provide us with an
appreciative overview and a sample of Shchedrin’s work from all three periods of his
creative life, spanning four most fruitful decades, from the early 19602 to the late 1990s.
Compositional Style
A Preview. Rodion Shchedrin scholars are quick to point out the single most prominent
trait of the composer’s creative manifesto, formulated already in the fifties, during his
student years, and a rather unusual one for the twentieth century: his focus on the listener.
All technical and artistic choices, including any experiments with innovation, are made
with the audience in mind. Shchedrin certainly appreciates the intellectual joys of
constructing a well-tailored twelve-tone composition which will delight professionals and
amuse fellow composers, but he believes that unprepared audiences will understand only
one thing: whether or not this music engaged them, touched them. The composer
absolutely rejects dictates of the avant-garde, and blames it for widening the gap between
new music and general audiences: “Unfortunately, meetings with contemporary music
rarely touch strings of my soul. It is in a way like Madame Tussaud’s Museum—
everything is there, except for blood circulation.”22 This is not to say that Shchedrin has
never explored any innovative techniques—quite the contrary. His relationship with
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compositional tendencies of our time is, however, rather selective, as he strives to speak a
contemporary, but accessible and understandable language: “How does one make the
audience listen? How does one hypnotize it, so that a piece receives more than one
performance? This thought possesses me … I do not want to break up with the listeners; I
am trying to be on that branch of the musical culture that is still attached to the tree.”23
Critics have called Shchedrin a “temperate modernist” and described his style as a
“sensible synthesis of traditional and innovative,”24 though the composer himself prefers
to self-identify as a post-avant-gardist: “The music, having absorbed and digested all
discoveries of avant-garde, is coming back to its roots—to the kingdom of artistic
intuition, free from the chains of ascetic schemes.”25 In the following chapters we will
have an opportunity to take a closer look at the three decades from Shchedrin’s creative
life when the five concertos for orchestra were written. However, at this point it will be
helpful to outline the major stylistic traits his music has displayed, and paths, both
traditional and innovative, his work has taken. Tradition manifests itself primarily in the
composer’s unceasing fascination with Russian folklore, history, and literature.
Shchedrin’s innovation never conflicts or contradicts, but rather allows him to seek new
expressive, effective, contemporary ways of communicating ideas to the listeners. His
artistic wisdom, talent, intuition, and dedication to his “for the audience” manifesto
balance and unite the two spheres in the most organic way.
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Tradition. Shchedrin, in his Autobiographical Memories, recalls spending the summer of
1951 in a village in Belarus, visiting the family of one of his friends from the
Conservatory. The Second World War had left very few men alive in Belarus. Villages
were inhabited by old people who “tottered tortoise-like on spindly legs cruelly
misshapen by rheumatism,” exhausted, overworked women, drunk war veterans with
missing limbs, riding along deep-rutted roads on homemade dollies, and youth who never
missed an opportunity to showcase their mastery of foul language, “deploying a ceaseless
stream of obscenities to reflect every nuance of the world around them, from elegy to
epic.”26 Singing, the most natural method of self-expression, was an indispensable part of
life. Though more than the songs themselves, Shchedrin remembers the people’s coarse,
hacking voices ringing in the all-consuming fog of post-war deprivation and hardship.
The composer believes that these aural and visual images were among the sources of
inspiration for his First Piano Concerto (1954), Concerto for Orchestra no. 1 “Naughty
Limericks” (1963),27 and the first opera Not Love Alone (1961), which tells a dramatic
story of a woman, the head of a Collective farm, falling in love with someone else’s
fiancé, a few years her junior.
Two years later, in the summer of 1953, Shchedrin joined an ethnomusicological
expedition to the Vologda region. The Moscow State University philologists were on a
mission to collect and transcribe the texts of tales, rituals, bylinas (epic narrative poems),
songs, and chastushki (short, simple, often improvised couplets)28 and would often invite
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composition students from the Conservatory to assist with transcription of music. The
students visited a great number of settlements and met hundreds of people. Shchedrin
recalls having collected a vast amount of written material, but the impressions retained in
his memory are those that he cherishes the most—patterns of traditional ornamentation,
the unpretentiousness of the folk melodies, and the suppressed but audible interjections
“okh” and “da” on the intake of breath.29 Chastushki were the most prominent genre on
the trip to the Vologda region. They were everywhere, sung by all generations, for any
occasion, accompanied by balalaika or accordion, or unaccompanied, improvised on the
spot or carefully crafted. Their plots were humorous, ironic with elements of political
satire, obscene, and also grieving and despairing, for widows, soldiers, for suffering ones.
Shchedrin admits that these two summer trips put to shame his first compositions
“in Russian style,” those inspired by the sanitized and calcified transcriptions from the
official anthologies. He is proud to possess this unique knowledge of how people
expressed powerful feelings of torment and joy in reality, the uncontrolled, chaotic tumult
of life lived in the raw: “I gulped it down in its natural, unvarnished state, because this
was the only way in which it could captivate and bewitch me.”30 These summer
excursions, along with pre-war childhood memories created in the village of Aleksin on
the river Oka, where his grandfather served as an Orthodox priest, are the foundation of
Shchedrin’s love for traditional Russian art and culture, which influenced the majority of
his compositions in one way or another.
Reflections and influences of Russian folklore and other national art forms found
in Shchedrin’s music can be divided into several categories:
29
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-

-

-

Adaptations of plots and storylines, from fairytales to liturgical texts and
Russian literary classics (Tolstoy, Leskov, Chekhov, Pushkin, Gogol, etc.);
Use of folk musical genres and forms (especially notable are those that are
humorous, as peasant humor was believed to be unfit for academic music in
Soviet Russia) both sacred and secular, vocal and instrumental (Znamenny
chant, chastushki, laments, roundelays, ballade, etc.);
Depictions of folk musical instruments (balalaika, gusli, wooden spoons) and
characteristic sounds of the landscape (bell peals, shepherds’ pipes) by means
of Western instruments;
Use of semantically powerful quotations or references as associative tools,
most often meaningful to people with close familiarity with Russian popular
culture: circus experience, quotations of popular songs (for example, “Dark
Eyes” in Concerto for Orchestra no. 3) and gypsy romances (“Two Guitars” in
Concerto for Orchestra no. 5);

Other notable interactions with tradition in Shchedrin’s compositional style
include relatively consistent use of classical forms (three-part, rondo, variation, sonata,
etc.). Though often modified or enhanced with innovative features in early periods of
Shchedrin’s career, and largely abandoned in the eighties, these forms make a more
definite comeback in the nineties.31 The composer also prefers traditional performing
sources and believes the human voice and standard orchestral instruments to be
incomparable cultural treasures that cannot be replaced with synthesized or electronic
sonorities.32 What brings innovation into the sound palette of Shchedrin’s orchestra are
liberal use of extended technique and continuous efforts to stay on top of all the latest
achievements in both performance virtuosity and development of the mechanics of
musical instruments, which continue to expand the boundaries of range and dynamics.
It is also important to bring out a very interesting approach the composer takes to
bridging the gap between the history and the present time—it is the concept of echo, and
score directions such as “from afar.” It is most fascinating in his works based on or
31
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dedicated to the memory of universally admired masters such as J. S. Bach,
Shostakovich, or Hindemith. The most notable examples include Musical Offering for
chamber ensemble (1983), Echo-Sonata for violin solo (1984), Music for the City of
Köthen for chamber orchestra (1984), Two Tangos by Albéniz (1996), Dialogues with
Shostakovich (2001), Prelude to Beethoven’s Ninth Symphony (1999) for orchestra, and
Echo on Cantus Firmus by Orlando di Lasso for organ and recorder (1994).33 Echo, on
one hand, illuminates great distances, close vs. far, now vs. then. On the other hand, the
fact that we actually hear music from afar in the present day proves that nothing is ever
too far, as long as we trouble ourselves with listening to it.

Innovation. Rodion Shchedrin received a great music education, at the Choir College
and the Moscow Conservatory. He sometimes criticized the Soviet system of education
for being too ascetic and pedantic, though despite being overly traditionalist, it did teach
its students the mastery of classical forms and compositional techniques at the highest
level. However, the composer realized early on that the traditional forms could no longer
sustain the pressure of the new content, “just like an electric appliance would go up in
flames if plugged into an outlet with an excessive electrical current.”34 Shchedrin was
very fortunate to have Yuri Shaporin for his composition professor at the Conservatory.
Shaporin never attempted to mold his students to fit his own ideals, and used to say: “In
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music, polar opposites can, and must coexist.”35 Shchedrin’s piano professor, Yakov
Flier, was also very supportive of his student’s efforts in composition and often was the
first judge of the brand-new opuses.36 Such a supportive atmosphere allowed the
composer, dissatisfied with the traditional forms of musical expression, to begin
experimenting, quite early in his career, with ways to present ideas most effectively.
Shchedrin believed that in the future people would use increasingly fewer words
to communicate information, and saw a great need to develop brief and concentrated
methods of delivering brief and concentrated ideas.37 This belief could have also been
influenced by popular literary phenomena of the time: Shchedrin cites the influential poet
Vladimir Mayakovski’s predictions that vowels would soon disappear from the language
in order to make it more concise,38 and writer Yuri Olesha’s collection of brief, sketchlike prose “Not a Day without a Line.”39 Therefore, Shchedrin soon adapted a method of
composition based on the cinematographic technique of montage, which remains a
prominent, though definitely not a singular, stylistic trait of his work.
To clear up a looming terminology debate, it might be wise to first outline
distinctions among the terms montage, collage, and mosaic, at least to the extent of their
use in this paper. While the term mosaic is not often applied to music, collage and
montage are, and often used interchangeably. Before I embarked on my Shchedrin
Kholopova, Put’ po tsentru: Kompozitor Rodion Shchedrin [Path through the center: composer Rodion
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adventure, I had had numerous encounters with the term collage, in relation to such
composers as Ives, Cage, Berio, Schnittke, Mahler, Tchaikovsky, and even Mozart. In my
personal experience, montage remained in the realm of cinematography until I came
across the work of one of the Shchedrin scholars of younger generation, Olga
Sinelnikova, whose 2013 dissertation was entitled “Montage in Instrumental Works of
Rodion Shchedrin.” There I learned that Sinelnikova was not the inventor of this
analytical approach. Mikhail Tarakanov in the late seventies and the early eighties
already talks about Shchedrin as a “composer of contrasts, with rapid and frequent
changes of musical frames,” an artist with a “cinematic view of the world.”40 These ideas
were most likely influenced by Sergei Eisenstein, a Soviet film director and theorist, who
pioneered montage as a technique that puts all the power into the process of editing, and
not the content of shots. That is not to say that the content was not important. The
collision of shots was seen by Eisenstein as the most effective tool in creating deeper
metaphors and taking control of the emotional state of the audience.41 The nature of
transitional or connecting material—or, often complete absence thereof—and dramaturgy
of the edges of musical “frames” is the essence of montage. On the other hand, collage, a
technique borrowed from visual arts, is defined as, first and foremost, a juxtaposition of
multiple quotations, styles, or textures, borrowed from a variety of sources, with each
element being allowed to maintain its individuality.42 The content of each element in a
collage is, most often, clearly recognizable for its own suggestive powers. It brings
40
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together seemingly “foreign” moods and ideas and uncovers unique relationships
between them, the relationships that may not come to our attention otherwise, and will
not allow additional layers of meaning to make their play. Therefore, from here on we
will view montage as a process of form organization, which connects or juxtaposes
different sections within a piece, and collage as a method of semantic enhancement,
which deals primarily with melodic material and harmonic structures.

An Overview. Traditionally, the term style implies a set of rules that a composer is
expected to follow. Styles could change, certainly, but a new style would bring a new set
of rules. In Shchedrin, however, we find no clear orientation toward one predominant
style. Various stylistic layers exist parallel to each other, sometimes clash, but at the same
time preserve their autonomy and individualism. Musical texture sewn from various
stylistic layers is bound to display sharp contrasts, and Shchedrin appears in the majority
of his compositions as a composer of contrasts, where the principle of montage plays a
tremendously important constructive role.43
Komissinsky in his Dramaturgy Principles gives a clear and well-organized
overview of Shchedrin’s compositional traits. Komissinsky places special emphasis on
the unifying, summarizing power of contrast in Shchedrin’s music. By structuring a
theme as a succession of repeated motivic units, the composer, on one hand, keeps
surprising the listener with brief injections of new motivic cells or abrupt modifications
of an original motif, and, on the other hand, frees the integrating energy of ostinato,
which, serving as a common denominator, cements this chain of motifs. Repetition, either
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exact or varied, creates a unifying rhythmic drive, whereas the unexpected asymmetrical
introduction of new elements creates an effect of contrast.44 Komissinsky highlights the
following signature characteristics of Shchedrin’s compositional language:
-

variety of genre-stylistic roots (folk genres, ritual music, jazz, polyphony, “music”
of every-day life, special sound effects, etc.);
evidence of a strong relationship with Russian folk music culture in particular;
use of concise musical language with clear, suggestive cultural references;
presence of distinctive melodic elements within a theme; these elements, when
repeated, create an illusion of a return of a theme, without it actually happening;
applications of method of montage, which can be further described by the
following:
 presentation of the whole as a variety of characteristic elements (unifying
power of contrast);
 exposition-focused principle of presentation of the material, high
concentration of ideas that maintain their individuality (even repeated material
often sounds like “something new”);
 equal importance of montage of similarities and montage of differences;
 sharp “frame” division—elements of the texture pop up and disappear without
transitions or any other connecting material;
 montage does not exclude the use of typical forms, but discovers new qualities
in them;
 montage compresses the musical timeline, enriches it with a multitude of
“events,” and enhances the dramatic effectiveness of dynamic contrasts.
Olga Sinelnikova, in the aforementioned dissertation, builds on Komissinsky’s

work and presents additional characteristics of montage in music, particularly those that
possess form-structuring and dramaturgy qualities:
-

-

montage creates a peculiar sense of time, with continuous deformations of its
pace through fractioning and interruptions of phrases, and through its ability
to expand and contract sections within a form;
frames/episodes can be of any length, as they dictate the rhythm of the form;
contrast between frames-episodes can be found on all levels: contrasts of
genres, timbres and textures, dynamics, and tempos;
montage treats all thematic material as equally important, which manifests
itself in a dominating role of the exposition with very little, if any,
development, often followed by sketch-like, fragmented recapitulations;
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-

quotations and polystylistic conflicts can sometimes appear even more
dramatic due to their semantic capabilities; even if an episode is inconclusive,
we can often “see outside the screen” and relate to “the untold,” as elements
of other genres or compositions evoke memories of our past experiences;45

Sinelnikova also points out that despite all the dramatic and structural innovations
that montage allows for, if abused, this technique puts in danger unity, integrity, and
artistic value of a piece. However, Shchedrin seems to have worked out solutions that
help mitigate, if not eliminate, these issues. He often uses thematic arches and melodic
connectivity (often bordering on monothematicism), which compensates for mosaic
appearance of the form. The process of collecting all major “frames,” all thematic
elements, in vertical structures (vertical montage) serves a conclusive, summarizing role,
affirming the sense of unity and integrated stability in a piece.46
Montage more often than not implies interactions with borrowed material,
especially when there is a need to suggest a particular impression or trigger a culture-,
socio-, or generation-specific memory. Shchedrin’s methods of working with other
people’s music follow different paths, from presenting quotations “as is” and only once,
to demonstrating an active approach to the process: quotations can be developed, often in
variations format, contrasted with the composer’s own quasi-quotations (masterful
stylizations), or freely transcribed.47 Shchedrin’s “montaged” quasi-quotations find their
roots in a variety of styles: the composer often clashes techniques of musical expression
and methods of form organization to create contrasts and suggest unexpected
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connectivity on wider planes, from Western art music to jazz, from chant to cantus
firmus.
As conservative as Rodion Shchedrin’s philosophy appears to many critics, his
applications of contemporary composition techniques are numerous and diverse. Even
though he has always been a passionate antagonist of the all-encompassing dictates of the
avant-garde, he never blindly rejected each and every aspect of the trend and did make
use of a multitude of techniques, as long as they sounded in accord with his creative
manifesto and remained approachable for all types of audiences. We find dodecaphony in
the Second Piano Concerto (1966), sonoristic effects in the Second Symphony (1962–
65), pointillism and spatial effects in The Geometry of Sound for chamber orchestra
(1987) and aleatory technique in the Third Piano Concerto (1973). Shchedrin’s art has
dialogue at its core, and it can appear on any level—content, ideas, dramaturgy, structure,
or texture. In his cycle 24 Preludes and Fugues (1964–70) Shchedrin elaborates on the
ideas of J. S. Bach and Shostakovich: still the twenty-four major and minor keys, as in
Bach, but organized in order of the circle of fifths, as in Shostakovich’s cycle.
Shchedrin’s Polyphonic Notebook (1972) elaborates on traditions of the Renaissance and
Baroque through presentations of various types of canons, ricercars, and counterpoint of
all species. In the 1970s we hear romantic, expressive conversations with Tchaikovsky in
the ballet Anna Karenina (1971), not only by means of musical quotations, but also by
assigning the ballet a subtitle “Lyrical Scenes,” as in Tchaikovsky’s Eugene Onegin.
Collage plays a powerful role in polystylistic experiments. For example, in the finale of
the Second Piano Concerto, subtitled “Contrasts,” we hear a bell ringing in the distance, a
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piano being tuned, someone practicing etudes, and jazz improvisations played on the
radio.
Shchedrin’s music is rich with clusters, atonal harmonies, hyper-polyphony,
asymmetric forms and rhythmic patterns, extreme meters, leaping melodic lines, twelvetone techniques, mosaics and polythematicism, leitmotifs and monothematicism,
numerous examples of which are to be found in his concertos for orchestra, all reviewed
in following chapters. The pieces are to be presented in chronological order, grouped into
decades according to the year of composition (the sixties, the eighties, and the nineties)
and accompanied by an overview of major cultural and musical events that were
happening at the time in Shchedrin’s life and immediate artistic vicinity.
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CHAPTER TWO
THE SIXTIES
The Time
The Doctrine of Social Realism was formulated in 1934, forcing composers to
turn to program music and, in general, to favor genres that could clearly convey concrete
images through the use of text (opera, oratorio, cantata, song, etc.). Shortly after the
devastation of World War II, the exhaustion of people’s morale allowed for the wartime
surge of patriotism in music to linger, keeping the old ideology on the back burner, but
not for long. Already in 1948, Shostakovich, Miaskovsky, Khachaturyan, Shebalin, and
Popov were accused of “anti-democratic tendencies.” And only in 1956, during the
Twentieth Party Congress, was an official sanction given to rid the country’s cultural life
from the “cult of personality,” and The Thaw began with Nikita Khrushchev’s promise to
foster communications with the West. Over the years, the U.S. and U.S.S.R. organized a
number of cultural exchange delegations, one of which was a four-week visit by Aaron
Copland and Lucas Foss, in 1960.
Copland’s diary from this trip documents some interesting experiences and
impressions from the state of musical affairs in general to comments upon hearing music
of Schnittke and Shchedrin in particular. Some of the most vivid impressions shared,
aside from “being shocked by the audience’s cold reception,”1 relate to American jazz,
the overwhelming “Russianness” of contemporary Russian music, and the conservatism
of young Russian composers.

A strictly cultural phenomenon, a custom of containing one’s excitement, which has nothing to do with
likeability of an artist.
1
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It was a well-known fact that Soviet ideologists did not approve of American jazz
and experimental music. When Copland asked whether or not it was banned, people
would answer that since there was practically no interest in it among Russian audiences,
there was no need for a ban. However, here comes the question: was there no interest in
jazz and experimental music because the audience did not like it, or because “not
officially banned” ensembles that practiced officially unpopular styles of music were kept
out of the public eye, so the audiences actually had never heard “the real deal” and had
practically no idea what was out there to like? Copland, taking a tour of one of Riga’s
Cultural Centers, which presented the American delegation with a performance by a folk
music ensemble, took an improvised detour to the second floor of the same building. He
was amazed to walk in on a rehearsal of a top-tier big band that no one had told him
about, masquerading under the title of “orchestra of light music”: “It was a startling
contrast to what we heard downstairs, and dramatized the problem of the ‘authorities,’
and made clear that nothing short of outright suppression can stop the fascination with
American jazz.”2
Rodion Shchedrin himself recalls his first encounter with real jazz, which took
place in 1962 in the United States. He remembers being absolutely blown away by the
level of virtuosity of jazz musicians, their deep knowledge of music history and theory, in
all genres. “I understood why I previously was cold towards jazz. I confused the
commercialized, mass-produced pseudo-jazz with the real thing.”3 Another worldshattering discovery for Shchedrin was attending a performance of Bernstein’s West Side
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Story on Broadway, which he initially resisted for quite some time, and with vigor,
because of negative connotations of the genre of operetta, which was a curse word for
serious Soviet musicians. “Light music” equals “not serious music” equals “not academic
music” equals “music of very poor quality.” This equation dominated the Russian system
of music education for a long time, and it still does, to a certain degree, but when coupled
with complete lack of exposure to various kinds of musics, as was the case during the
Cold War, it perpetuates artistic ignorance to incredibly harmful levels. Thankfully,
Shchedrin was allowed to travel abroad fairly early in his career, which helped broaden
his horizons and enriched his compositional language: elements of other styles of music,
especially those of jazz, which comes from the people and fits the composer’s creative
manifesto perfectly, became prominent colors in his palette of compositional resources,
starting with Concerto for Orchestra no. 1 “Naughty Limericks” (1963).
Kevin Bartig, the editor of Copland’s “Soviet Diary,” proposed that Copland’s
harsh criticism of young Soviet composers may had been a purposeful political act, aimed
to instill American superiority. It will do no good to the purpose of this paper to debate
the credibility of sources for or against this statement, but I am sure that Copland’s
accusations of conservatism were not without merit. Political, cultural, and educational
oppression of generations of Russian composers left a stunningly lasting mark, traces of
which are still being erased, to this day, often unsuccessfully, from the face of
Soviet/Russian music, and Copland definitely expected too much of a progressive change
in too short a time. He labeled Bunin’s music dullish, Karen Khachaturyan’s awkward,
Babadzhanyan’s pointless, Arvo Pärt’s confusing; Volkonsky’s naïvely modernist, and
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Prokofiev’s lacking any natural flow.4 Copland “heard part of a ballet ‘The Hunchback’
[meaning ‘The Little Humpbacked Horse’] by Shchedrin and a Sinfonietta by
Karamanov, neither of which were in any way interesting,” and also told the professors at
the Conservatory that when he listened to the music by their students he “found it
difficult to imagine whole areas of contemporary music, the very existence of which
could hardly be suspected from the evidence their compositions supplied.”5 No wonder
that “they looked surprised and a little hurt”—such changes, capable of reflecting “the
whole areas of contemporary music,” do not happen overnight, and I am sure that
Copland’s hosts most definitely did try to impress their guest.
There was one undeniable characteristic of the musical scene that Copland and
Foss noticed. This characteristic may be viewed in either a positive or a negative light,
but nevertheless cannot be robbed of its significance: as musicologist Karl Worner
pointed out after his own 1959 visit to USSR, “Soviet music of today is as ‘Russian’ as it
ever was. There is a pronounced sense of the narrative and descriptive as well as strong
formal balance.”6 Oppression and lack of exposure to diversity and innovation inspired
(or forced?) Soviet artists to find solace in maintaining continuity of tradition with the
nineteenth century. Copland writes: “Before going on our visit, I thought I knew what
Russian music was like. I was hardly prepared, however, to discover to what degree
Russian music is exclusively Russian. There is an extraordinary and all-pervasive unity
of expressive ideal: over and over again the pathetique note is struck, the harmonies are
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fulsome, the melodies are clear and singing, the orchestra coloring familiar.”7 As Boris
Schwartz states it, no cultural idiom can be simply “imported”—it must grow from
within. He believes that the natural evolution of the Russian musical idiom towards nontonality was cut short by the untimely death of Aleksandr Skryabin in 1915.8 Add all the
following political unrest and decades of ideological oppression, and it becomes rather
difficult to determine the estimated time of arrival of the next generation of Skryabins.
The Thaw, in the late fifties, started to slowly reveal sources of new information, but it
would take time for some of it to, possibly, take root, and start bearing fruit. Copland
expected the imported fruit to be already tied to the branches.
Rodion Shchedrin himself had a seemingly positive and optimistic view of the
musical world that welcomed him into the professional scene fresh out of the
Conservatory. In 1964 he said that there is no reason for the generations to oppose each
other and urged that young composers have the warmest regard for their “musical
fathers”—Prokofiev, Miaskovsky, Khachaturyan, and Shostakovich. He mentioned the
negative effects of “artificial isolation” imposed on Soviet composers, but also talked
about influences of Hindemith, Bartók, Stravinsky, Britten, Honegger, Poulenc, Milhaud,
Orff, and others, who “not only entered the horizon of composers, but were made the
subject of relative absorption. All this could not fail to enrich the musical language of
young composers.”9 Interestingly, the list of influential foreigners cautiously excludes
artists associated with twelve-tone technique and other most recent trends, which were
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still off-limits, at least officially. Even impressionists were treated with care, despite their
gradual but growing acceptance starting in mid-fifties.
Shchedrin, always a delicate diplomat, would never fully disclose all the sources
of innovative inspiration in a public interview, but, as a recent graduate, he most
definitely had first-hand access to all things “secret.” At that time, the conservatories
around the country represented miniature models of the society, divided into two worlds,
the official and unofficial. Alfred Schnittke later described the situation as consisting of
the “external, official way, and the internal, student way.” Sofia Gubaidulina had a
slightly different view of the student population and divided them into three groups: the
academic-conservative, the radical, and the third, lying somewhere between the first two,
with Rodion Shchedrin as its main figure.10 Shchedrin’s opposition to conflict and
continuous pursuit of compromise have earned him among critics a reputation of a
chameleon and accusations of excessive eclecticism and lack of progressive thread in his
creative work. However, not everyone is born to be a revolutionary, and I mean to say
this without a shade of sarcasm. To his credit, Shchedrin never turned to any fashionable
trends in composition only because they were dangerously unofficial and hence
glamorous, and to this day remains true to his creative manifesto. He has never denied the
stifling, poisonous, destructive effects of ideological repression and censorship, but is
always quick to put on the spot people who abuse the memory of that horrible time in
order to propel their careers in the present day, when “dissident music” becomes a
convenient selling strategy: “Now it is very easy to say, ‘I wanted to write a masterpiece
[in the Soviet period], I wanted to express myself, but I couldn’t, they gagged me.’ Write
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it, play it now! Where is it? For music you need to have a sense of hearing, talent,
memory, imagination, intuition, and inspiration. The politics is a small factor.”11
Regardless of what group one belonged to and how radical it was, musical tastes
did broaden across the board, even though slowly. Soviet composers were often
prevented from traveling abroad, but once an opportunity presented itself, they were able
not only to expand their own horizons, but also to act as messengers for their colleagues
back home. One such well of eye-opening discoveries was the music festival Warsaw
Autumn, first held in 1956. Young composers were able to bring back an astonishing
variety of materials (scores, recordings) which were in sharp contradiction to Soviet
propaganda. Schnittke recalls Edison Denisov returning from the 1962 Warsaw festival
with a large number of recordings that “opened the eyes of many composers, including
myself, to everything that was concealed by the curtain of official falsehood. It turned out
that all the horrific stories about the ‘monstrous hooligans’ practicing there [in the West]
appeared to be deliberate lies.”12 Needless to say that Denisov, in return, became one of
the most crucial figures in the process of introducing unofficial Soviet music to Western
audiences. He also enjoyed the largest number of performance at the Warsaw Autumn, no
less than six, with Schnittke receiving four performances, Nicolas Slonimsky two, Pärt
and Gubaidulina one each. Shchedrin, even though an “official modernist,” appeared only
four times, one of the performances being the premiere of the First Concerto for
Orchestra.
The Thaw saw an astonishing number of truly historic performances, such as the
return of Shostakovich’s Lady Macbeth in 1962, after twenty-six years of banishment,
11
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and the premiere of his Symphony no. 13 on poems by Evgeniy Evtushenko. People had
finally received an opportunity to hear live the performers that they had only heard on
recordings: the New York Philharmonic and Boston Symphony orchestras toured the
USSR in 1959, Glenn Gould in 1962, Isaac Stern in 1956 and 1960, and the touring
soloists from La Scala in 1964—the performances characterized by many as nothing less
than “a miracle.” No wonder Shchedrin, along with a great many of his compatriots, is
nostalgic for concert life during the sixties. In comparison with the financially disastrous
times of the nineties with plummeting concert attendance, the Soviet period, especially
the Thaw, was seen as a period of much richer musical activity. As violinist Tatiana
Grindenko remembers, “When they banned us, the whole musical scene was much more
active than it is now, when everything is possible, when everyone can do everything …
Apparently the forbidden fruit is sweeter.”13 Even though Stalin’s guidelines for
acceptable subject lines in music lived well into the sixties, and the gruesome cloud of the
aftermath of repressions cast its shadow over the artistic and social scene for much
longer, moods had definitely started to change. Of course, comic operas were still quite
rare, but the sixties brought the excitement of exploration, discovering new music and rediscovering the old, meeting new artists and celebrating recently “legalized” creative
achievements. The beginning of Rodion Shchedrin’s illustrious career is marked with
joyous optimism of the time and is well reflected in his compositions.
The 1960s saw premieres of Shchedrin’s first opera Not Love Alone (1961), two
of his most famous ballets, The Little Humpbacked Horse (1955-56, premiered in Bolshoi
Theater in 1960) and Carmen Suite after Bizet (1967), two Concertos for Orchestra,
“Naughty Limericks” (1963) and “The Chimes” (1968), as well as his Second Piano
13
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Concerto (1966), Chamber Suite for a chamber ensemble (1961), and Symphony no. 2
“Twenty-five Preludes” (1965). Instrumental and chamber music included Piano Sonata
No. 1 (1962) and Twenty-four Preludes and Fugues for piano (1964-70). Large-scale
choral-orchestra compositions are represented by a satirical cantata Bureaucratiade
(1963), a cantata on poems by A. Voznesensky Poetoriya (1968), and an oratorio Lenin
in People’s Hearts (1969).
The Music
Concerto for Orchestra no. 1 “Naughty Limericks.” “Naughty Limericks,” written in
1963, is, in a way, a culmination of the composer’s decade-long fascination with and
exploration of the genre of chastushka, which began in the early fifties with a
conservatory musicological summer expedition. The piece also marks a kind of a
humorous period in Shchedrin’s creative life, along with the satirical cantata
Bureaucratiade written to texts from the “Kurpati” Resort Visitor’s Manual (texts include
lines such as “Check out time is 8:00 am,” “Suitcases are to be kept in storage facility
only,” and “No parking”).
The Russian subtitle of the concerto, “Ozornye Chastushki,” presents a sort of a
translating puzzle: the Russian word chastushka derives from adverb “chasto,” meaning
“frequently,” “quickly,” which refers to a fast tempo and quick pace of text delivery. It is
the most flexible, agile form of Russian rural vocal improvisation. Anything that happens
in people’s lives, from major historic events to private emotional troubles, finds its
reflection in a chastushka. Chastushki usually consist of four-line rhymed independent
couplets, lyrical, satirical, ironic, or humorous in nature, each self-contained, with its own
punchline. They are sung in turns, accompanied by balalaika and/or accordion, and
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punctuated by a brief instrumental interlude (sixteen beats per verse with an eight-beat
interlude). Improvisation in chastushka is highly valued, and an ability to come up with a
hilarious tetrameter on the spot is considered an admirable talent. Chastushki most often
utilize ABAB, ABCB, or (rarely) AABB rhyme schemes in trochaic meter, for example
(ABCB):
The most “honest” of all humans
Is the storyteller lad.
Lies in virtuoso manner,
What a pity—tastes so bad!14
Even though Russian chastushka has much in common with the British limerick
in terms of content (satire and humor, sometimes lewd), the form and meter do not quite
match, with a limerick being a five-line anapest, with AABBA rhyme scheme. Also, the
fact that a limerick is a form of poetry, and not a song, does not help the cause either.
Chastushka has also been translated as ditty—a short simple song—though, in my
experience, ditties are longer, focus on a single subject, and do not display quite the same
degree of commitment to humor or satire. Therefore, terms such as verse or, even more
so, couplet seem to be most appropriate ways to describe the form and structure of a
chastushka, when limerick comes in as the closes relative in terms of content and subject
matter. Certain editions of the score (for example, Moscow: “Muzyka”) leave the word
chastushki untranslated, when others use either limericks or ditties, the former holding
my personal vote of preference.
Now, the adjective that accompanies the word chastushki has itself received no
fewer interpretations. Translations that appear on CD jackets and score covers range from
merry and perky, to mischievous, to downright naughty. The concerto was initially
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supposed to be subtitled “Maternye [Obscene] Chastushki,” though fear of censorship
inspired a search for a more innocent adjective, and “Naughty” seems to be the most
accurate translation for “Ozornye.”15 Merry and perky appear too innocent, whereas
mischievous, while being able to communicate a sense of playful misbehavior and
troublemaking, does not stir up enough trouble to convey the informal reference to adult
content, which naughty provides. “Naughty Limericks” was a highly successful attempt
to create a new type of symphonism, along the lines of Glinka’s Kamarinskaya (which is
also based on a song with rather risqué text), a new kind of European symphonic texture
that stems from simple folk material.
Some of the more popular previous compositions with a mission to bring together
the folk and concerto/symphonic spheres were the opera Not Love Alone, where
folkloristic material was used in its most organic setting, to illustrate scenes from daily
life of a small, quiet village, and Piano Concerto no. 1, where different types of thematic
material were presented in sharp contrast, even contradiction. In “Naughty Limericks,”
however, the element of contrast disappears, and thematic material seems absolutely
homogenous in terms of genre and style, as well as completely at home in an orchestral
setting, having effortlessly appropriated—through mastery by the composer—all the rules
of a symphonic showpiece.
Shchedrin focused his attention on a single type of chastushka, the humorous
dance, which becomes the key contact point for the three genres: chastushka = concerto =
orchestra. The playful roots of both chastushka and concerto come together in perfect
harmony. In performances of chastushki, the four-line couplets are performed solo, by
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individual singers who take turns while dancing in a circle—just as orchestral instruments
take turns jumping out of the texture with a solo, each trying to outdo one another in a
friendly showcase, to capture everyone’s attention, and listeners become active
participants of folk festivities, the cheering crowd that applauds chastushka soloists. In
attempts to beat their opponents, orchestral instruments climb to extremely high and low
registers and utilize a variety of effective extended techniques, and each new chastushka
motif appears in its own unique orchestral “dress.”16 The atmosphere of lively
competition and the spirit of excitement are masterfully captured by the composer.
Shchedrin’s gift for colorful orchestration shines bright in “Naughty Limericks,” as
personification of motifs in the unique timbres of the instruments that get to present them
is undeniable. This is a head-spinning rollercoaster of constantly changing activity, yet
every chastushka has its own clearly recognizable dynamic and character.
The Concerto for Orchestra no. 1 “Naughty Limericks” was premiered by the
USSR Radio and Television Large Symphony Orchestra at the Warsaw Autumn Festival
in September 1963, conducted by its dedicatee Gennady Rozhdestvensky. Two years
later it was performed in the United States by the New York Philharmonic and the
National Symphony Orchestra in Washington, D.C. The reaction to “Limericks” from the
Soviet authorities was quite cold at first, but audiences fell in love with the piece
instantly. When the USSR State Orchestra went on tour in 1964, concertgoers threw
notes on stage, asking to hear “Naughty Limericks,” even though the piece was not on the
program. It was hugely successful during the Volga Festival in Kazan (1969). Leonard
Bernstein also loved the piece, which a few years later brought Shchedrin a commission
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from New York Philharmonic for the Second Concerto for Orchestra. Conductor Theodor
Kuchar, who recorded “Limericks” for Naxos in 1994, believes that the concerto has
become an instantaneous Soviet classic “not because of ingenious experimentation, but
because of a completely logical, yet imaginative presentation of familiar material with a
rare understanding of the technical possibilities of each instrument, stretching each group
of instruments to its own virtuosic limit.”17 Conductor Kirill Kondrashin—appropriately,
a student of Konstantin Shchedrin—led the USSR premiere of the piece, and recorded it
twice. Rodion Shchedrin remembers collaborations with Kondrashin with warmth and
gratitude: he recalls the conductor making a suggestion for a cut in the Coda section, just
a few measures, but it made breathing much easier for woodwinds.18 The suggestion was
absolutely “spot-on” and Shchedrin made the cut in the score, which was about to go to
print—a sign of trust and respect, as Shchedrin admits being quite reluctant to making
last-minute changes, and does it rarely.
Even though “Naughty Limericks” is the composer’s first Concerto for Orchestra,
traces of concertato qualities can be seen in earlier orchestral works such as Symphony
no. 1, a piece with a multitude of instrumental solos from the orchestra. In “Limericks,”
each new instrument enters with its own version of a chastushka, accompanied by a
quasi-garmoshka or quasi-balalaika ostinato. Shchedrin himself calls the piece “pretty
much, a toccata, with thematic structure built from several brief motifs; not one or two—
maybe, seventy, when even timbre and register are given a motivic function.”19 There are
Theodore Kuchar, liner notes to Carmen Suite/Concerto for Orchestra, “Naughty Limerics,” Ukranian
State Symphony Orchestra. Theodore Kuchar, Naxos 8.553038, 1994, compact disc.
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certain musical traits that the composer found especially attractive in chastushka. He cites
squareness, contrasting with occasional asymmetry; intentional primitivism and the small
range of melodic lines; an improvisatory nature; multiple varied repetitions; and “finally,
an absolutely mandatory sense of humor, both in text and in music.”20 Shchedrin uses
these very same defining features of the genre to fuel the development of the piece:
symmetry is juxtaposed with asymmetry, a rhythmic outline of the melody in one instant
straightens out, but in another, gets entangled in syncopation. Continuous forward motion
and regular rhythmic drive bring almost jazz-like qualities to the piece; pizzicato bass (at
times syncopated) and brushes on snare drum only reinforce the impression.
The polythematic structure of the piece, viewed within the framework of a
relatively brief (eight minutes) single-movement composition, presents a challenge of
avoiding fragmentation. However, all motifs are “genetically” related, as they belong to
the same genre, which helps to preserve unity of the piece as a whole. In its structure,
“Naughty Limericks” is a series of free variations on a multitude of chastushka tunes, or,
as Shchedrin calls it, “many variations on many themes.”21 Tightly knit together, the
variations form a monolith of musical fabric with the dramatic intensity gradually
increasing from one distinct section to the next.
The concerto is scored for triple woodwinds, a large brass section (though no
tuba), timpani, a relatively small array of percussion instruments, harp, piano, and strings.
The single-movement composition can be divided into five distinct sections, with a brief
introduction and a coda (see Table 1).
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Table 1: Concerto for Orchestra no. 1, an outline of the formal organization. Here
and on, rehearsal numbers will be given in black squares.
Introduction
mm. 1-2

Section 1
m. 3

Section 2
19

Section 3
29

Section 4
35

Section 5
44

Coda
50

Since the formal organization of the piece is closely related to its thematic and
motivic content, I am going to first examine authentic chastushka motifs that make
appearances in this concerto, and outline methods of their presentation. The concerto
makes use of Pinezh chastushka Kuda veter-ot ne dunet (Wherever the wind blows),
Ryazan chastushka Ya eletskogo plyashu (I dance eletskiy), Ural chastushka Doroga
moya podruga (My dear girlfriend), Siberian chastushka Vatalinka [a name], and
elements of instrumental accompaniment for Siberian chastushka Podgornaya (Foothills)
and Penza chastushka Horosho mne s milym v pole (How nice it is with my darling in the
fields).22 I was able to locate Pinezh and Ural chastushki, along with the Siberian
Foothills, in published anthologies. The other three songs turned out to be more elusive:
Eletskiy and Vatalinka have been arranged for various ensembles and extensively
recorded, which allowed me to transcribe the melodies myself, even though I was unable
to find a printed source. How nice it is with my darling remains a mystery.
Table 2 presents all the prominent melodies of the concerto and makes a note of
their relationship to the borrowed chastushki.
Table 2: Concerto for Orchestra no. 1, major thematic material.
Theme 1
Flute I, m. 4, first four bars of chastushka Wherever the wind blows
Theme 2
Bassoons, 1 m. before 1
22
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Table 2: Concerto for Orchestra no. 1, major thematic material (continued).
Theme 3
Horn I, 1
Theme 4

Piccolo, 2 mm. after 1
Theme 5
Horns, 5, chastushka My dear girlfriend,in its entirety
Theme 6

Flute I, 6
Theme 7
Piccolo, 4 mm. before 7
Theme 8
Oboe I, 4 mm. before 7
Theme 9
Violin I. II, Viola, chastushka Vatalinka, in augmentation
Original chastushka motif:
Theme 10

Trumpet I, 4 mm. before 20 and 4 mm. before 21

The two-measure introduction consists of four layers of what essentially is an
ascending cluster glissando: the solo viola and solo cello, an octave apart, sweep through
two and a half octaves. The first flute and second clarinet also play a chromatic scale, an
octave apart, in eighth notes, starting on an A-sharp, while the second flute and third
clarinet play the same kind of a scale, but start on a G-sharp. The piccolo and first
clarinet, two octaves apart, shadow the other six voices with a line of varying intervallic
content, which either shares some of the pitches with other voices, or adds another half-
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or whole-step to the vertical. The glissando lands on a short, ringing, high-register cluster
outlining a tritone (B–F) on the downbeat of m. 3, and kicks off Section 1, which is held
together by an occasionally embellished quarter-note ostinato of the snare drum played
with brushes, and “walking” quarter notes in double-bass pizzicato. This upbeat pulsating
ostinato hints at the atmosphere of a jazz club, only the soloing instruments enter not with
a rendition of a Coltrane standard, but with a melody of a chastushka.
Section 1 opens with a direct quotation from Wherever the wind blows in first
flute (Theme 1), answered by the two bassoons (Theme 2), and the horn solo with a brief
but prominent motif (Theme 3), followed by the piccolo playing another one of the
melodies that has a recurring role throughout the piece (Theme 4). Rehearsal 2 begins
with a four-measure time-out for the double-basses and snare drum—the harp joins the
woodwinds and the horn for a brief, splashing, descending sequential interlude—and
another statement of all the motifs heard at the very beginning of the piece commences,
this time in a series of stretti, two beats apart: the first flute and first clarinet with Theme
1, and the piccolo and first flute with Theme 4, separated by the same bassoons/horn
commentary (Themes 2 and 3). Rehearsal 4 brings back the four-measure harp and
woodwinds interlude, this time with the double basses. Three measures before 5 we hear
another collection of stretto statements of the horn motif, here one beat apart, with one of
the motifs slightly elongated to match the end of the phrase on the downbeat of 5
(Example 2.1).
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Ex. 2.1: Concerto for Orchestra no. 1, 3 mm. before 5. Staggered statements of
Theme 3. The bracket in the first trumpet part demonstrates the motif elongation.
Rehearsal 5 introduces another major melodic unit, the chastushka My dear
girlfriend, here presented in its entirety by the quartet of horns, accompanied by a double
bass with the snare drum. Rehearsal 6 serves as a transition, constructed from four fourmeasure passages of running eighth notes, all following different patterns. The fourmeasure solo phrase in flute (Theme 6) is immediately repeated by the first clarinet, an
octave lower, and accompanied by the bassoon. The piccolo enters with Theme 7, and the
oboe with Theme 8 (Example 2.2). The first trumpet, accompanied by four trombones,
brings this chattering transition to a close with a variation of the phrase that the oboe has
just presented. This chattering transition, which almost always includes the harp, will
return, with some minor modifications, several times throughout the piece.
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Ex. 2.2: Concerto for Orchestra no. 1, 6 to 4 mm. after 7, eighth-note motifs only,
all other parts omitted. Numbers in circles indicate Themes 6–8.
The horn blurts out its signature motif one more time, and as the first bassoon and
cellos join the basses in walking pizzicato, three clarinets in unison set the scene for the
appearance of another prominent melody in muted upper strings (Theme 9). The melody
takes its intervallic content and metric proportions from the tune of Vatalinka, but it is
stretched out across bar lines in whole notes, which provides a welcome contrast of lush,
singing string color, sul G for violins, legatissimo throughout (Example 2.3). Violas
remain unmuted and are also instructed to apply portamento to certain shifts, adding a
shade of blurriness, a hint of blissful inaccuracy to the melody. This peculiar effect will
be taken to the next level later in the piece, as the party grows wilder, and shades of
blissful inaccuracy turn into an outright one-measure delay. The English horn highlights
key points in phrase structures with single long tones that surface with a grace note and
disappear into the texture in morendo:
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Ex. 2.3: Concerto for Orchestra no. 1, 10, clarinets, snare drum, and other strings
are omitted. Theme 9 in upper strings; portamento and poch. gliss. only apply to
violas.
The harp returns 3 mm. before 12 for another brief chattering interlude that migrates into
triple meter and brings the exposition of key thematic material in the first section to a
close.
Rehearsal 12 begins an episode, relatively static in terms of melodic variety, but
rich in color. It starts with a double-bass section soli with series of syncopated pizzicatos,
with ascending or descending glissandos on every note. They are accompanied by
wooden spoons and suspended cymbal (played with a brush), and the upper strings
playing quarter notes, at the tip of the bow, with a very short and light bow stroke
(Example 2.4).

Ex. 2.4: Concerto for Orchestra no. 1, 12, percussion instruments omitted.
Syncopated pizzicato in double basses.
Soon the strings switch to ricochet (at 13) and the flute plays an eight-bar calm
and light melody derived from the Vatalinka tune, recently presented by the strings, but
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now generously ornamented. At 14, the scene changes to present a double-reed showcase
of two oboes playing a folk-like tune that demands attention, but is surprisingly difficult
to remember. It is accompanied by two bassoons who take over the pizzicato bass line,
and second violins and violas that are asked to tap a simple rhythmic figure with their
bows on the wood of their music stands.23 Obviously, this piece was written at the time
when all the music stands in the country were made of wood. The effect would be very
different now. I suppose certain adjustments will have to be made in order to find a
surface to tap on that would be less clinky than a metal music stand. Possibly, the back or
a leg of a chair, or even the stage floor, if it happens to be made of wood.
This delightful nine-measure double-reed interlude is quickly pushed out of the
way by the trumpet quartet and the spoons, accompanied by the first violins pizzicato.
Trombone quartet with timpani place a confident exclamation point at the end of the
trumpet episode, and rehearsal 16 begins a transition to the second section: the doublebass pizzicato and snare drum ostinato returns, now reinforced by cellos and violas. The
first and second violins foreshadow the material that will later be presented by the piano,
prepared with newspaper (remarkably resembling the sound of the balalaika)—a
seemingly endless serpentine of running eighth-notes, like a solo of a tap dancer, with
brief commentaries from the horn and trombone. With a quick one-measure lead-in of a
crescendo from p to ff in two beats, the second section storms in at rehearsal 19, as the
chastushka contest grows rowdier by the second.
Section 2 is rich with unusual sonorities, surprising turns of events, and humor. It
sounds like the time has come to start pulling unsuspecting soloists into the middle of the
dancing circle for an improvised showcase of their chastushka singing talents. The first
23
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one up is the trumpet. The crowd murmur settles down into double-basses sul ponticello
and trombones providing the “oom-pah” accompaniment. The horns are being instructed
to clap the palm of their hand on the mouthpiece of their instruments on the off-beats,
creating an effect of a cork popping out of a bottle, but in reverse. However, it is the kind
of sound that does not project all that well, and some ensembles opt for emphasizing the
visual element, with horn players making the gesture large enough to be visible from the
audience, while others decide to amplify the sound by resorting to simply clapping their
hands.24
When the trumpet comes in with the first half of the solo, the accompaniment
figure shifts to bassoons and strings, with the last chair first violinist trying to catch up
with the trumpet, in the manner of a drunken bystander who attempts to sing along with
an artist on stage. The solo violin, played fortissimo, follows the overall contour of the
trumpet melody, hits all the same notes, but does not seem to be able to synchronize
(Example 2.5). After the trumpet is done with its chastushka, it is the turn of the first
trombone. The instrumentation of accompaniment for the trombone remains the same as
it was for the trumpet, with the only difference of the trombone being shadowed by a
drunken admirer from the back of the second violin section.

Ex. 2.5: Concerto for Orchestra no. 1, 4 mm. before 20 and 4 mm. before 21, Tpt.
I and last chair Vln. I solo only.
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Federation, Moscow Conservatory, January 30, 2016: https://youtu.be/5E-B9pn8jYw?t=2m54s.
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A brief four-measure descending sequential interlude in the woodwinds rings in
another round of chastushkas. The trumpet leads again, taking the competition up a notch
by adding more ornamentation to the tune and hanging at the extremes of the high
register longer than before. The accompaniment for the second round changes: piano,
prepared with paper to sound like a balalaika, takes over the “oom-pah” pattern, still
supported by the bassoons with the addition of the contrabassoon. First and second
violins divide by stand (seven stands of firsts and six stands of seconds are required) to
form an octave-wide cluster, which they then proceed to vibrate widely, a half-step up—
as the composer instructs, quasi canto. It creates an effect of bursts of excitement,
amazement from the crowd, admiring the trumpeter’s virtuosity—an orchestral “ooh” and
“ah” of a kind, coming from the female members of the audience, judging by the tessitura
of the cluster. Next up is the horn, who does not elicit quite the same response from the
crowd, but instead finds its own drunken follower in the last chair viola player for the
first half of the couplet, and the first chair double-bass player for the second half, while
being accompanied by the prepared piano “balalaika” and bassoons throughout. I suspect
that the choice of the first chair bass player instead of the last chair bass player, as
customary in other sections, was motivated by a very strong possibility of balance
problems. Double-basses do not project nearly as well as other strings do, and the last
chair bass runs a risk of being completely lost in the texture, especially keeping in mind
that in Russian orchestras it is not unusual to have basses upstage left, behind the cellos
and in line with the woodwinds.
Back by popular demand, the trumpet returns in 25, this time singing a duet with
the trombone, an octave apart, both at the very top of their registers, accompanied by the
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same piano “balalaika,” bassoons, and cheered on with renewed waves of “ooh” and “ah”
from the first and second violins. In conclusion, the accompanying voices suddenly
crescendo to ff, joined by a tam-tam, played with a triangle beater, which sounds very
similar to a cracked ride cymbal. This sudden crescendo hits a wall of a subito pianissimo
at 26, which marks the beginning of another transition. The bass clarinet punctuates the
double bass line on strong beats, the quartet of muted horns hints at Vatalinka, while the
strings, all col legno except for the first two stands of first violins, play the first four
measures of My Dear Girlfriend four times in a row, as the flutes layer another statement
of the Theme 4 on top of the fourth repetition of the string motif, in thirds (Example 2.6).

Ex. 2.6: Concerto for Orchestra no. 1, 27, bass clarinet, horns not carrying the
melody, and other strings are omitted. Theme 4 in flutes, “Vatalinka” in first horn,
“My Dear Girlfriend” in first violins.
Trumpets and trombones take over the My Dear Girlfriend tune, for four
measures, accompanied by a piccolo and first clarinet variation of the opening piccolo
solo. Four measures later, the low strings pizzicato, two horns and the woodwinds blurt
out a spin-off of the same tune, in forte, as we ring in the third section at 29.
Section 3 begins with what seems to be a giggling fit, coming from the same
crowd of female admirers of the trumpet soloist (this time, only the first violins, divided
by stand). This is a very clever, effective trick: each stand enters one beat after the other,
playing the same descending chromatic scale of eleven semitones, in very high register,
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quasi glissando, staccato, with an accent on the top note of every scale, which is also
highlighted by the piccolo (Example 2.7).

Ex. 2.7: Concerto for Orchestra no. 1, 29, first violins only, all playing one octave
higher than written, glissando staccato, pieno voce.
In the meantime, the snare drum is back with the quarter-note pulse, and all the remaining
strings including harp imitate the balalaika. But what is all the giggling about? We find
out five measures later, as the horn comes in with Theme 3, which begins in its original
form, but soon wanders off in series of seemingly random intervals going down the
overtone series, continuously slowing down, until it comes to a standstill, morendo, at the
very depths of its low register—almost like falling asleep, snoring (Example 2.8). At this
point the crowd erupts with laughter, with short scale passages in strings, sff diminuendo,
punctuated by secco chords in brass, staccato trumpets, wailing horns, all within a
framework of six measures of constantly changing meter (2/2-3/2-2/2, 2/2-3/2-2/2).

Ex. 2.8: Concerto for Orchestra no. 1, 5 mm. after 29 to 1 m. before 30, Horn I
solo (concert pitch).
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As all settles down, the bass clarinet sings a long-drawn-out solo line along with violas,
over a static staccato eighth-note accompaniment in violins, while the trumpet presents
another reiteration of Theme 10. After that, the horns play the complete statement of My
dear girlfriend, and rehearsal 33 arrives with a transition into Section 4. The transitional
material can be characterized by a series of repetitive eighth-note buzzing, close-knit
textures in low register in the strings, notes tied in twos, and unexpected dramatic
splashes of activity with chromatic ascending runs in the woodwinds, punctuated by
secco, biting chords in the brass. Meter changes are more frequent in this segment, with
occasional measures of 1/4 appearing here and there, which create moments of metric
instability and uncertainly, though this does not throw us off the track completely.
Brass fanfares begin Section 4 at 34, first in trumpets, then in trombones and
horns, accompanied by celebratory splashes in woodwinds and strings. The unifying
ostinato of bassoons and double-bass pizzicato, suspended cymbal played with brushes,
and timpani in high register, quickly restores order and pulls everything together.25
Clarinets settle into a repetitive pattern that utilizes the rhythmic formula of Theme 4 and
the prepared piano plucks the balalaika, while the violins sing in unison another statement
of Vatalinka, here pianissimo cantabile, sul G. In 37, the texture expands, all flutes and
clarinets now double the piano “balalaika” line of running eighth notes, and the clarinet
accompaniment from the previous section is adopted by the brass and is transformed into
pulsating staccato quarters in trumpets and trombones. The melody of Vatalinka is not
only doubled in two octaves by oboes, English horn, and violas, it is also played by
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The composer insists on using a 20- or 22-inch timpano to guarantee the correct tessitura, and prefers for
the timpani here to not play at all instead of transposing the part down, if the smallest timpano is not
available.
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bassoons and cellos, in unison, but on their own time, completely independent from the
first layer (Example 2.9).

Ex. 2.9: Concerto for Orchestra no. 1, 37 to 1 m. after 38, a summary of melodic
material. Top line—“balalaika,” the bottom two lines—staggered presentations of
Vatalinka.
The dynamic level rises, Vatalinka turns into an euphoric, all-embracing
celebration of life, and the harp is finally heard doing what we most often expect it to
do—play exulting arpeggios to emphasize the high points in phrase structure. Rehearsal
39 presents yet another rendition of Vatalinka, this time augmented and with elements of
octave displacement (Example 2.10). All the brass instruments, with their rapidly
crescendo-ing eighth-note staccato patterns, now sound like a giant accordion, or a
garmoshka (a button accordion) choir.

Ex. 2.10: Concerto for Orchestra no. 1, 8 mm. before 40, all strings; violas and
cellos—same melody, an octave lower. Vatalinka in augmentation and with
octave displacement.
In the meantime, the woodwinds come in with a three-octave-strong statement of
Theme 4, which gradually morphs into a chanting rhythmic pattern. All the excitement
explodes into a rest and a subito piano—all after a very dramatic molto crescendo—and
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we enter the transition to Section 5 with tutti orchestra chords, marcato, which start yet
another wave of crescendo molto. It reaches its highest point at 42, where the two sets of
wooden spoons capture the spotlight with a virtuoso ten-measure-long solo, accompanied
by sff hits in the orchestra on what seems to be a B9 chord. In 43, the final push towards
Section 5 begins with the first trombone hinting at Vatalinka, while trumpets blast the
high B-flat (Example 2.11). Three before 44 we hear a brief chattering interlude,
presented by harp, woodwinds and strings, and the final section erupts at 44 with another
multi-layer celebration.

Example 2.11: Concerto for Orchestra no. 1, 2 mm. before 43, strings,
woodwinds, and other percussion omitted. Ending of the wooden spoons solo,
Vatalinka in trombones.
Basses, bassoons and snare drum revive the already familiar walking bass line,
while piano and woodwinds play a variation of Theme 4, in octaves, altered by extended
note repetitions. The strings, now including cellos, play an embellished version of
Vatalinka, also in octaves, with occasional octave displacements. Finally, the trumpets
and trombones play an augmented version (here all in half notes) of their famous solo
from Section 2 (Example 2.12).
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Theme 4
(extended)

Theme 10
(augmented)
Theme 9
(embellished)

Ex. 2.12: Concerto for Orchestra no. 1, 44, simultaneous presentation of Themes
4, 10, and 9. Other parts omitted.
Four measures before 46, trumpets and trombones present the same tune in
stretto, four-and-a-half beats apart, with the trombones leading. Woodwinds and piano
once again climb up the opening scale of Theme 4 and play with it for fourteen more
measures. Trumpets lead with another stretto, now two beats apart, and this time the
melody is presented without rhythmic augmentation, in original quarter notes. Strings,
woodwinds and piano continue spinning out their respective melodies, as the first trumpet
and first trombone, at 49, continue with the final stretto, now in diminution (Example
2.13). The horns join in with a hybrid of Themes 4 and 10, and help carry the excitement
into the first chord of the Coda, at 50.

Ex. 2.13: Concerto for Orchestra no. 1, 4 mm. before 46, 47, 49, trumpets and
trombones only. Permutations of variations on Theme 10.
At the beginning of the Coda, the texture shrinks down to two pairs of brass and
snare drum, piano, but quickly begins to grow again, with a new voice being added on
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nearly every beat. The final chattering interlude at 51 arrives at an orchestra-wide
chanting of B-flat, spanning seven octaves, in quarter notes, punctuated by accented
cluster chords with a predominant C-natural (Example 2.14).

Ex. 2.14: Concerto for Orchestra no. 1, a) the span of the b-flat unison, beginning
at 3 mm. after 51; b) the dissonant cluster chord that punctuates the b-flat unison;
c) the final chord of the piece, after a fermata grand pause.
The accents of the punctuating cluster chords do not seem to follow any particular
pattern, but their frequency intensifies towards the end, and we get as many as four of
them 4 mm. after 53. The Concerto ends with crescendo molto possibile and accelerando
molto, which grows out of a subito pianissimo eight bars from the end, all on a B-flat. A
general pause fermata delays the punch of the final chord, which ends up being a cluster
with a very firm B major triad in its core. This is a somewhat surprising resolution, after
the B-flat has been growing roots in our auditory cortex ever since the beginning of coda
four rehearsal numbers ago.
Interestingly enough, the score does not end here, as Shchedrin provides us with a
written-out encore. It begins with a piano solo, which the composer says would be most
effective if played by the conductor, adding that the prepared piano “balalaika” solo in 35
can also be played by the conductor, standing, playing with the right hand, while
conducting with the left. This idea, though definitely intriguing, raises a number of
concerns, besides that of a conductor’s level of piano proficiency. Where should the
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grand piano be on the stage? Is the conductor expected to walk over to the piano in the
middle of the piece and come back in thirty seconds, while conducting? I have
investigated all available video recordings of the piece, and the encore does not appear on
any of them, though it would be very interesting to hear it.
The piano solo soon finds itself in the company of double-basses pizzicato and
two flutes, playing a variation of Theme 10, as do pairs of clarinet/trombone and
trumpet/horn four measures later. The piccolo jumps in with its signature opening solo
(Theme 4), the flute echoes it three measures later, while bassoons, trumpet, and
trombone stretto elements of Theme 10, one measure apart. In 58, the rest of the strings
join in, for the first time in the encore, with a vigorous détaché that resembles the piano
“balalaika” solo, or the piano solo at the beginning of the encore. Two trumpets, in
octaves, play Theme 10 once again, this time with the support of a counter-melody in
horns. Two trombones, also in octaves, join the trumpets and horns for the second
statement at 59. The heavy brass artillery along with a tutta forza détaché of unison
strings comes to a halt at 60: the following four measures in compound meter, enclosed
with a repeat sign, are to be played freely, without the conductor, and can be repeated as
many times as desired. Four solo woodwinds and the first violin section (which is
supposed to join in at the first repeat) are playing the motif from Vatalinka, staggered by
one quarter note. The first flute plays it in C major, the second flute in F major, the
clarinet in D minor, the bassoon in F major, and, finally, the first violins in D minor, in
augmentation (Example 2.15).
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Ex. 2.15: Concerto for Orchestra no. 1, 60, staggered statements of Vatalinka in
different keys. The number of repeats is left up to the conductor.
Tempo primo at 61 (immediately following the last repeat of Senza tempo) is
structured similarly to coda. It begins with pianissimo staccato in two trumpets and two
trombones, and more voices are layered in in every measure, until all brass instruments
take it, in a molto crescendo, to the final wave of excitement in tutti orchestra, which is
now centered around a C-natural, as opposed to the B-flat in the coda. A chanting unison
of C-naturals, punctuated by cluster accented chords with a strong D-natural center
culminates in two final sfff hits. It appears that the ending of the piece modulates up a half
step: the Coda is built around a B-flat, the final chord of the piece is a B major, and the
Coda in the encore takes it up to a C-natural.
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Concerto for Orchestra no. 2 “The Chimes.” This concerto bears yet another
translation controversy in its subtitle. It is unclear whether the composer meant to refer to
actual instruments or to the sounds they produce, as zvon means both a collection of bells
on a single bell tower and a pitch pattern of sounds produced by the bells. Since the word
zvon is used in its plural form, it either implies a reference to several bell towers and
several different sets of bells, or is meant to refer to the types of ringing patterns. The
latter option seems more viable, especially because the piece is constructed of several
different types of actual ringing patterns, and in this case the word peals appears to be the
most accurate equivalent to zvony in the English language. However, a distinct technical
characteristic of Russian Orthodox bell ringing comes into play here: Russian bells are
never rung by pealing (swinging of the bell), but exclusively by tolling (pulling on the
ropes attached to bell clappers). Therefore, it is important to distinguish between
technical terminology and pattern classification. Even though Russian bells are never
pealed, the sounds that they produce are most commonly referred to as peals, as
evidenced by Typikon for Church Ringing. This document was published by the Editorial
Board of the Russian Orthodox Church and translated by Blagovest Bells of San
Francisco, California, the only official Russian bell importer and specialist in North
America. It reads: “Four kinds of canonical peals are distinguished, which, rung
separately or in combination, comprise all the diversity of Orthodox bell-ringing:
Blagovest, Perebor, Perezvon, and Trezvon.”26
Since the Russian bells are tolled, not pealed, the ringing patterns should logically
be called tolls, though the word toll, with its origins in old Middle English, means a
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Patriarchate of Moscow, Typikon for Church Ringing, trans. Blagovest Bells (Moscow: Editorial Board
of the Russian Orthodox Church, 2002), 8.

57

single ring of a bell or slow and uniform succession of strokes, which does not come
close to reflect the rhythmic and sonorous complexity of overlapping overtones
blossoming from a Russian bell tower. Therefore, I would nominate the word peals a
winner, with a side note that it does not reflect the specificity of the technical process of
sound production, but merely refers to ringing patterns that make use of multiple bells in
complex rhythmic and sonoristic combinations. For the sake of consistency I will keep
referring to the piece as “The Chimes,” with that being the widely accepted translation of
the subtitle, though I believe that this campanological excursion was unavoidable and
will prove itself quite useful in further discussion of the concerto’s texture and thematic
organization.
“The Chimes” was commissioned by Leonard Bernstein in celebration of the
125th anniversary of New York Philharmonic and premiered by the ensemble on January
11, 1968. A commission to a Moscow composer from the United States was a rare
occasion in the sixties. It cost Shchedrin a seemingly endless succession of grueling
interviews in a variety of “approving” institutions, and the successful outcome can only
be attributed to his perseverance and the mighty name of Bernstein.27 The piece saw its
Russian premiere six years later, in St. Petersburg, conducted by Yuri Temirkanov.
This concerto, rooted in a presentation of the Russian culture of bell ringing, an
ancient, earth-deep tradition, is drastically different from its relative, just five years its
senior, Concerto for Orchestra no. 1 “Naughty Limericks.” The two concertos inhabit
such opposing fields in almost every category—methods of composition, form, texture,
driving forces of dramaturgy, harmony, melodic structure—that the only unifying

Kholopova, Put’ po tsentru: Kompozitor Rodion Shchedrin [Path through the center: composer Rodion
Shchedrin], 284.
27
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elements appear to be the genre, and the connection to Leonard Bernstein, who
commissioned “The Chimes” after falling in love with “Naughty Limericks.” Even the
Russian traditional elements come from two different worlds: a relatively modern secular
chastushka vs. the ages-old sacred enchantment of church bell ringing.
Bell peals from ancient times occupy a very special place in Russian people’s
lives. Bells announce moments of happiness and grief, and accompany festivities and
tragic events. In the modern world, bells no longer warn about approaching enemy troops
or signal fire, but they still ring from church bell towers across the country for all major
church holidays and during weekly services. Historically, bell ringing was an
indispensable part of every person’s life, from moment of birth to the day of their final
journey, and “The Chimes” strives to create this sense of “epic perspective,” to revive an
old tradition, and to create a musical analogy of a historic narrative.28 It gradually
captures the soundscape and fills it with resonant strokes of large bells, added layers of
medium-sized bells, and a vibrant scattering of small bells, all woven into a long
sustained shadow of complex overtones.
Shchedrin writes in his score annotation: “Some principles of bell ringing—
though freely—are used in this composition, as well as some of the styles of Russian nonlinear notation, kryuki [or hooks, a system of notating znamenniy raspev or plain chant].
Certain pages of “The Chimes” are inspired by Andrei Rublev’s paintings.”29 Even
though it is a piece built on timbres and intonations, this is not a mere transcription of bell
peals. The storyline begins with an exposition, which presents different types of peals in a
variety of space settings, than nabat (a type of alarm peal), builds up a dramatic
28

Tarakanov, Tvorchestvo Rodiona Shchedrina [Creative process of Rodion Shchedrin], 122.
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culmination, which crashes into a funeral peal and a mysterious, otherworldly znamenni
chant in brass choir. At the end, the bells—or the bell ringer?—get(s) shot (pistola
notated in the score) and breathe(s) a final breath in a double-bass glissando with a peg
(practically, unwinding the lowest open string while bowing it).
Shooting the bell would not be too far-fetched of a plot twist, because in Russia,
as well as in a number of other cultures, bells were considered to be living, soulful
creatures. Just as people, they would be named “at birth” and treated as equal members of
a parish; and, just as people, bells could get punished—sent to Siberia, lashed, or publicly
shamed. Bell towers were such important and powerful communication hubs that during
wars the towers often became primary targets of military operations. Capturing a town’s
bells equaled robbing it of its voice and freedom. Shchedrin also embarked on a search
for a “catastrophic” sound, to reflect on sacrileges of the twentieth century, when just in a
matter of decades, starting in 1917, a multitude of horrendous anti-religion projects had
destroyed most of what took Russian Orthodoxy centuries to cast: bells were thrown from
towers by hundreds and recast into mundane tools.30
The use of an actual Russian bell set (Campane russe) is unusual, though not
pioneering, as we hear it in Mussorgsky’s Boris Godunov. Russian bells appear not only
“in person,” but their sound is also imitated by instruments of the orchestra, continuing
the tradition of ingenious orchestration solutions of Mussorgsky, Rimsky-Korasakov, and
Rachmaninov. We hear the warning tolls of nabat with its alarming consistency,
celebratory peals with blossoming multi-layers, and funeral peals with descending pitch
patterns.

Oleg Polonskiy, “A History of Bells and Bell-Ringing,” in Village Old Kirkino (a community website),
July 19, 2008, http://old.kirkino.ru/index.php?cat=10&doc=93.
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The concerto opens with dark, mysterious pp clusters in the low register of four
horns, four trumpets, four trombones (all muted), timpani, and strings. As soon as the last
fermata chord in the brass dies away in morendo (strings continue to hold), the first flute
and the first piccolo present, pp senza espressivo, the prime form of a twelve-tone row
(Example 2.16). This row will become, either in its entirety or in fragments, the primary
source for all most prominent motifs in the piece.

Ex. 2.16: Concerto for Orchestra no. 2, m. 2, presentation of the prime form of the
row in flutes. All other parts are omitted.
As soon as the twelfth pitch is pronounced, in the piccolo, already on a crescendo
molto in all parts, a ff splash of quasi forschlag31 in campane russe (Russian bells) brings
back the brass, now in a roaring sfff senza diminuendo. Strings interrupt the brass at 1
with a series of statements of the row, in layers, starting with the double-bass, two or four
beats apart (Example 2.17). Every part conforms to the structure of the original row for at
least one complete statement. This is the first episode to give us a sense of pulse, at halfnote equals sixty. Even though it may seem logical to expect a certain degree of meter
predictability in a piece that deals with bell ringing, in this case establishing any kind of a
metric consistency is by no means a priority. Instead, the listener’s attention is being
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Russification of German Vorschlag—an appoggiatura (here consists of multiple notes), played before the
main note.

61

focused on orchestral timbres that here play a leading role as carriers of dramatic content,
and act as an organizational force that unifies all other components of musical texture.

Ex. 2.17: Concerto for Orchestra no. 2, 1, presentation of the row, strings only.
The row statements in strings end with another splash of campane russe, and the
same roaring brass chord. Two flutes and four clarinets echo the same sonority, sffpp, on
the downbeat of 2, holding on to a hexachord derived from the twelve-tone row, while an
elaborate timpani solo, complete with a pedal glissando, dies away into the first timid
attempt of a “conversation” between different bell groups on our imaginary bell tower.
The strings, supplemented by an accord of four triangles in different sizes, answer the
woodwinds with a hexachord constructed of the pitches that the latter group of
instruments has left out, hereby completing the row (Example 2.18). The two hexachords
chime back and forth three times, signaling the end of the introductory section.
In rehearsals 3 through 4, the four clarinets, four horns, piano, suspended cymbal,
and low strings pizzicato present the first metrically organized peal, in quadruple meter.
The cymbal is instructed to play with a soft mallet, while the piano strikes a four-note
cluster in low register with a metal mallet (con bacchetta di ferro). I suppose a pair of
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metal glockenspiel mallets will produce a sound of most desirable quality, since the piano
strings are quite thick two octaves below middle C and it will be difficult to avoid

Ex. 2.18: Concerto for Orchestra no. 2, 2, a summary of the pitch content; a)
hexachord 1 (strings, triangles), b) hexachord 2 (two flutes, two clarinets, two
bass clarinets).
strumming if a triangle beater were to be used. Horns re-articulate their notes together
with cellos and basses, but sustain the chords, which provides the “bells” in cellos and
basses pizzicato with the continuity of resonance.
First and second violins join in, the second time through the three-measure
pattern, with a very slow and soft shimmer of a glissando up or down the length of a
certain string, all in pppp. They arrive at a cluster to form a twelve-tone row, on the
downbeat of 5, just as the piccolos and the flutes, accompanied by antique cymbals
(played with a triangle beater) burst in with four different sixteenth-note patterns, all the
pitches of which are derived from the prime form of the row.
One measure before 6, the low strings seamlessly move on to a different pattern,
while maintaining the pulse, as we begin to set the scene for the first wave of sonorous
explorations. As soon as cellos and basses establish their new pattern, violas add another
layer, repeating a collection of pitches, pizzicato, uncoordinated, with a direction “as
quick as possible.” Approximately four seconds later, second violins join in with a
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similar type of material, and four more seconds later, first violins, divided à 4, add four
different three-note cells derived from the row, at the extremes of their instrument’s
range. Finally, five seconds later, three triangles and the celeste complete the aleatoric
backdrop with metrically organized scintillation of multiple levels of division of the
original beat, still maintained by the low strings.
As soon as all the components of this beating, aleatoric texture settle in place, in
pianissimo (and remain unchanged all the way through 7), trumpets and trombones
present a pointilistic rendition of the P5 form of the row, fortissimo, embellished with
grace-notes, repetitions, and octave displacements (Example 2.19).

Ex. 2.19: Concerto for Orchestra no. 2, 2 mm. after 6, presentation of the row in
trumpets and trombones.
This effective, virtuoso statement is rich with expressive tessitura and articulation
contrasts. Being the beginning of only the first wave of dramatic escalation, it sets the
tone for the depth and magnitude of all the upcoming developments. The statement
concludes with a short, biting sfff cluster, widely spaced so no intervals of a second are
being formed, which creates more room for overtones.
Flutes and clarinets enter with a strictly organized eight-beat multi-layer peal,
repeated four times, which, in pianissimo, becomes a part of the aleatoric background
texture, along with strings, celeste, and triangles. Trumpets and trombones proceed in
fortissimo with a different peal, the rhythmic pattern of which begins to contract as the
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crescendo intensifies shortly before 7. At 7, the maze of what has at the end become a
coexistence of seven independent patterns, a trezvon32 of a kind, cuts off to free the space
for a brief transition that rings in another aleatoric texture in woodwinds on the downbeat
of 8. It is held together by the chimes, oscillating between two pitches, C-sharp and Dnatural, in sixteenth notes. The texture presents the prime form of the row at the very top,
in the piccolo, and an inversion of the row at the very bottom, in the second bassoon.
These are the only two complete statements of the row. Other parts, going down from the
piccolo, in score order, present the same row, but each loses one pitch from the end of the
row, while also transposing it down a half-step. In other words, each consecutive voice
after the piccolo is half step lower and one note shorter. Oboes, left with eight- and
seven-note fragments of the row, start altering the order of the pitches; however, the first
three notes are the same in all the parts.
The same thing happens with the inversion of the row, starting with the second
bassoon and going up the score order, to first clarinet. Each consecutive row is one pitch
shorter and a half-step higher, until the two camps, the prime and the inversion, meet in
the middle to form a complete chromatic scale vertical with their first pitches (Table 3).
Each row ends with a fermata on the repeat sign, so the beauty of synchronized
presentation of all these forms of the row is soon lost, and replaced with a seemingly
random sonoristic exploration of the woodwind tone color, though all the parts are
instructed to obey the pulse and tempo given by the chimes. The texture remains
unchanged through rehearsal 8, in pianissimo, as a background for an expressive, fullbodied ff legato episode in strings (no double bass), happening in a completely different
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Trezvon is a type of a peal, characterized by ringing all the available bells, with brief pauses in between
the sets.
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tempo (quarter-note equals seventy-six). Strings finish on a fermata chord that dies away
into a pianissimo on the downbeat of 9, and disappears, along with the backdrop of the
woodwinds, just as the four trumpets start to build another system of multi-layer peals,
with even greater dramatic charge than before.
Table 3: Concerto for Orchestra no. 2, 8, a summary of simultaneous
presentations of the row, woodwinds only. Columns correspond to eighth notes,
rows present all the instruments involved, in score order. “v”—pitch is varied
(breaks away from the row pattern), “x”—pitch is omitted, part goes back to the
beginning of the line.
P0 ➙
P11

Picc.

A➚

Fl I

A♭➚

B♭➘
etc.

P10
P9

Fl II
Fl III

G➚
F#➚

etc.
etc.

P8

Ob I

F➚

etc.

v

v

v

P7

Ob II

E➚

etc.

v

v

v

v

x

I6

Cl I

E♭➘

etc.

v

v

v

v

I5

Cl II

D➘

etc.

v

v

v

I4

Cl III

D♭➘

etc.

I3

Cl IV

C➘

etc.

I2

Bn I

B➘

etc.

I1 ➙

Bn II

A#➘

A➚

A♭➘

F➚

G➚

C➘

B➚

E➘

D#➘

F#
x

x

x
x

x
x

x

x

x

x

x

x

x

x

x

x

x

x

x

v

x

x

x

x

x

x

x

x

x

C#➚

D➚

x
B➚

D➘

C➘

G➚

A♭➘

G♭➘

F➘

D#➚

E➚

C#

The motivic organization is angular, rhythmically complex, metrically unstable,
and presented in pointillistic manner. The trombones join in at 10 with the exact same
material, in all four voices, but a half-step lower. Soon flutes and strings begin to imitate
the brass motifs and punctuate them with brief, sharp screeches of sul ponticello. The
second measure after 11, preceded by a powerful ascending glissando in horns, begins to
anticipate a tragedy: very prominent woodwinds, triple-tonguing sixteenth-note
sextuplets (clarinets—legato), shout out the pitches of the row, in prime form and other
iterations, while oboes, horns, and first violins sustain a repetitive ostinato. The rest of the
strings, bassoons, trumpets, and trombones punctuate the texture with two alternating
chords, built of two hexachords of the twelve-tone row. All instruments in this group play
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sff secco, except for the bassoons, who sustain their pitches, allowing these bell sonorities
to ring (Example 2.20).

Ex. 2.20: Concerto for Orchestra no. 2, 2 mm. after 11 to 12, a summary of pitch
content: two alternating hexachords. The notes in parentheses are being sustained
by the bassoons. All others play sff secco.
The tragedy becomes evident and unavoidable as the nabat, the alarm bell, begins
to toll its unsettling ostinato at 12, while the strings, in mid- to low registers, pesante, stir
up the terror. Trumpets splash around with bursts of panicky thirty-second notes, as
woodwinds begin to chant a chorale, almost as if pleading for mercy. Strings break off
the homophonic texture, and at 14, as the nabat is still tolling, begin spinning the web of
five independent lines of agitated sixteenth notes. Horns take over the woodwind chorale,
and woodwinds stick with the homophonic texture, but quadruple the pace of their
original plea.
The strings stop playing abruptly on the downbeat of 16, not to return to the
picture until 19, except for a single shriek of a G-sharp in violins five measures after 16.
At 16, the nabat also stops, and trumpets take over the sixteenth notes from the strings,
now more sporadic and fragmented, while trombones, tam-tam, and piano imitate the
strokes of the big bell, which rings four times. As the last echo of the bell disappears, the
four trumpets, still juggling the fragments of the sixteenth-note patterns, are joined by the
woodwinds, chimes, and piano, all playing similar patterns. The crescendo brings this
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chaos to the boiling point as it exhausts itself on the downbeat of 19, when strings and
timpani take over, pulsating with repeated sixteenth-notes, running in despair into a
quarter-note rest, and crashing into a sfff chorale, which brings back the material from the
very beginning of the concerto, here with significant dynamic reinforcement. First and
second violins and woodwinds recapitulate the opening pp flute and piccolo duet, here in
ff espressivo, bringing back the row in its original form.
Rehearsal 20 is similar to rehearsal 1 in organization (staggered layering of
transpositions of the prime form of the row, starting with basses), but here these
statements are played two times faster (in quarter-notes), and in a more agitated manner.
The splash of campane russe and the woodwinds brings us to the same roaring chord in
the brass that marked the end of the original presentation of the row at the beginning of
the piece, here intensified with the addition of trills. The return of the timpani solo also
brings back the initial hexachord dialogue that began our journey, where strings with
triangles were answered by flutes and clarinets, all pianissimo.
However, we soon understand that our journey did not end well and the nabat
tolled for a reason, as campane russe ring a funeral peal, beginning with the upbeat to the
second measure after 21. The funeral peal, called Perebor, is characterized by striking
each bell on the tower, from the smallest to the largest, once, and, at the end, striking all
the bells together. Striking the bells in such order symbolizes the journey of human life,
from the birth (the smallest bell) to adulthood, and the sound of all the bells rung
simultaneously symbolizes the end of a person’s life on this earth. The sound of one bell
is supposed to die away completely before the next bell is voiced33 (Example 2.21).

33

Patriarchate of Moscow, Typikon for Church Ringing, 10.
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Ex. 2.21: Concerto for Orchestra no. 2, 22 to 23, Campane russe solo.
The funeral procession reaches the gravesite shortly after 23, when two trumpets
and two trombones sing a lament in a beautiful chorale setting. The last chord of the
chorale is interrupted by a gunshot (pistola or frusta à2), and cellos and basses portray
the last breath of the bells (or the bell ringer?) by bowing their lowest string while
unwinding it with the peg.
The Concerto for Orchestra no. 2 “The Chimes” differs significantly from the
Concerto no. 1, even though only five years separate the two pieces. In contrast with the
light-hearted motif-spinning “Naughty Limericks,” “The Chimes” is built around the idea
of capturing and expanding the sonic landscape. There are no memorable, expressive
melodies that the audience will find itself whistling after listening to the piece. Instead, it
witnesses a process of the orchestra, a living and breathing creature, exploring its
resonant powers and capabilities by reaching for the extremes of not only the range, but
also the depth and density of a sonority.

69

CHAPTER THREE
THE EIGHTIES
The Time
Rodion Shchedrin had gained significant independence in the 1960s and 1970s,
by virtue of the increasing popularity of many of his works for stage and his orchestral
and piano compositions, and the astonishing success of his score and the featured song
for the 1957 film Altitude. Some of the compositions were commissions, some were
inspired by dates and events that held high personal importance for the composer, and
most of the music reflected the spirit of the epoch—the beginning of Perestroika, with its
explosion of new hopes and an urge for active involvement in all spheres of life. The
decade brought many important dates of high significance: the millennial anniversary of
Christianity in Russia and J. S. Bach’s 300th anniversary, which Shchedrin
commemorated with such works as Stikhira for the Millennium Christianization of Russia
for orchestra (1988), and Musical Offering for organ and nine winds (1983)—a static
“process” piece of deep psychedelic effect, over two hours in length. Also notable is the
composer’s admiration of Alexander Pushkin, which resulted in the choir cycle Strophes
from Eugene Onegin (1981) and a choral poem Execution of Pugachev (1981).1 While the
eighties shared no inspiration for opera or instrumental concertos, he composed one
ballet, large-scale opuses for chorus, chamber music, and symphonic works, including
Concertos for Orchestra nos. 3 and 4.
The premiere of Stikhira was not only an event of great artistic significance, but
also a bold political gesture on Shchedrin’s side. Shchedrin actively participated in
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rehabilitating the names of his dear friends Mstislav Rostropovich and Galina
Vishnevskaya, outspoken supporters of freedom of speech, art without borders, and
democracy, who in the 1970s were declared enemies of the state and stripped of their
Russian citizenship, living in exile in the United States. Despite the fact that keeping in
touch with Rostropovich was very dangerous, Shchedrin managed never to break ties
with him, and in 1988 asked the famous cellist and conductor to premiere his Stikhira—
while Rostropovich’s name was still forbidden in Russia. Rostropovich remembered:
“The first person to break the wall of silence and to send me his music for performance
was Shchedrin. And it was a heroic act at that time.”2 Stikhira, dedicated to Rostropovich,
was premiered in March of 1988 in Washington, DC by the National Symphony
Orchestra conducted by the dedicatee. Later on, Shchedrin co-authored myriad letters to
the government that helped to reinstate Rostropovich and Vishnevskaya, who were
finally able to return home in 1990.
The year 1988 was also marked with an event that would appear absolutely
unimaginable even three years earlier: the Soviet-American Festival “Making Music
Together” in Boston, which was reviewed in The New York Times as a “model
international effort,” despite an array of minor organizational mishaps and lack of
funding.3 It all began with an invitation from Sarah Caldwell, a well-known American
opera conductor and impresario, to Rodion Shchedrin to organize a festival of his music,
which Shchedrin proposed to turn into a festival of Soviet music. He became a driving
force behind the entire event, alongside Caldwell.
Kholopova, Put’ po tsentru: Kompozitor Rodion Shchedrin [Path through the center: composer Rodion
Shchedrin], 104.
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The Festival placed special emphasis on contemporary music and on active
collaboration between American and Soviet musicians. Over 250 Soviet composers and
performers participated in the Boston events, and about 200 American musicians paid a
visit to the Soviet Union the following year, making it the first major exchange between
the two countries since the new cultural agreement was signed in 1985.4 Both organizers
believed the event to be very successful, and remembered it with warmth and pride.
Caldwell remarked, “There was great connectivity, on every level,”5 and Shchedrin
remembered, “People everywhere are eager to create connections between the two
countries. However, many people still think that after Prokofiev and Shostakovich the
USSR turned into a compositional desert. The Boston Festival overturned these ideas; it
was a triumphant event.”6 The Festival’s busy schedule called for eighty performances
and American premieres of about one hundred Soviet works, including music by
Shchedrin, Schnittke, Petrov, Gubaidulina, Kancheli, Tischenko, and Khachaturyan. The
orchestra consisted of thirty-seven Soviet and sixty Boston area musicians, with eighteen
young professionals and students from the Moscow Conservatory participating in the
Festival inhabiting dormitories of the New England Conservatory. Chamber ensembles
and opera casts were international as well.
The Soviet Union’s Second International Festival of Contemporary Music took
place in 1984 in Moscow. It was still heavily censored, but the cultural agreement of
1985 removed all stylistic restrictions, and the Third Festival, held in 1988 in Leningrad,
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made this the year to visit the USSR. The panorama of modern music presented during
the festival was incredibly diverse. Listeners had unprecedented opportunities to hear
Russian premieres of music by Berio, Boulez, Crumb, Dutilleux, Ligeti, Takemitsu,
Xenakis, etc. Music of Gubaidulina and Denisov emerged from its underground status.
Not only serious music, but also popular, jazz, folk, and traditional genres from almost
forty countries by over 150 living composers were featured over the course of the
festival, which, with most performances broadcast on national television, turned into the
major musical event of the year. Claire Polin, who had attended all three festivals, reports
that in 1988 there was not just more of everything, but also more variety: festival events
featured not only symphonic, chamber, and choral music, but also instrumental recitals,
organ concerts, opera, children’s theater, voice recitals, and even evenings of light
music.7 Soviet performers shared the stage and the podium with their foreign colleagues,
including the New York Philharmonic with Zubin Mehta, the BBC Welsh Symphony,
jazz bands, and British avant-garde vocal group “Electric Phoenix.”
Polin, following one of the concerts that presented music by Penderecki,
Schnittke, Cervello, Lombardini, and Shchedrin, sat down with Shchedrin for a
conversation. It is interesting to hear the composer’s impressions on being submerged in
such a variety of live performances of modern music, most of which had never been
heard before “out in the open.” While Shchedrin was very excited about the festival,
admired the music of Bernstein and Adams and could not believe that he got to sit at the
same table with John Cage, he lamented that the avant-garde alienated audiences from
live performances of classical music. “For the past twenty-thirty years composers have
tried to find something new and absolutely different. I think that avant-garde helped with
7

Claire Polin, “Conversations in Leningrad, 1988,” Tempo, no. 168 (March 1989): 15.
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excellent discoveries, but on the other hand, it created a chasm between composer and
audience. Who wants to write music for only one performance? I think music must go
back to music.”8 Even though he is fully invested into discoveries and explorations across
not only geographic but stylistic boundaries, Shchedrin remains committed to his creative
manifesto of creating music accessible to wider audiences, music that speaks to the soul
as well as to the mind.
The Music
Concerto for Orchestra no. 3 “Old Russian Circus Music.” The concerto was
commissioned by the Chicago Symphony Orchestra to commemorate its 100th
anniversary, and premiered in 1990 under the direction of Lorin Maazel. The happy, lifeaffirming direction of the piece, appropriate for the celebratory occasion, was also
inspired by the hope-filled years of Perestroika. Shchedrin wonders: “Perhaps, this very
feeling of hope was what supplied me with energy and optimism?”9 Whatever the source
of inspiration might be, the piece bursts with humor; it is colorful and entertaining.
The composer suspected that Chicago audiences might be quite spoiled with the
variety and richness of musical material offered to them, so he embarked on a quest to
capture their attention and interest by turning to an out-of-the-ordinary exploration of
largely forgotten phenomena of Russian provincial life before the revolution—the circus,
which played a significant role in Russian life in the nineteenth century. “Old Russian
Circus Music” received four consecutive performances in Chicago, warmly welcomed by
the audiences. Maazel performed the piece in later seasons in New York, Pittsburgh, and

8
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in Europe, and promptly invited Shchedrin to write a concerto for one of the principal
players of Pittsburgh Orchestra. This is how Shchedrin’s trumpet concerto, accompanied
by “Encore for Vosburgh,” came to life.10
In present-day Russia, circuses lead a domiciled lifestyle, in brick and mortar,
after becoming nationalized at the beginning of the twentieth century (the Moscow Circus
School opened its doors in 1927), but not too long ago circus companies used to travel
across the country. Russian literature and art of the nineteenth century are full of poetic,
dramatic, sentimental stories depicting arrivals and departures of traveling circuses in
small provincial towns. Shchedrin attempted to paint with a musical brush “amorous
athletes, heartbroken young ladies, jealous husbands, mischievous clowns—all with tears,
laughs, gunshots, applause, and fireworks.”11 A listener’s ear can easily distinguish in the
musical narrative the arrival of the circus caravan, with fanfares and cries of the master of
ceremonies, admire solo variations of star artists, followed by a ballet parody, and hear an
exit parade of all the characters involved, before the caravan departs with fanfares dying
away in the distance.
In his Autobiographical Memories, Shchedrin recalls an interesting story of
Maazel’s first introduction to the score of the new concerto. Maazel found the piece quite
effective, but was very skeptical about making the orchestra players sing, at first asking
the composer to immediately dispose of the idea: “You are not going to get the viola

Shchedrin’s Trumpet Concerto (1993) was written for George Vosburgh, the principal trumpet player of
Pittsburgh Orchestra. “Encore for Vosburgh” is exactly what the title suggests—an encore, to follow a
performance of the concerto.
10

Kholopova, Put’ po tsentru: Kompozitor Rodion Shchedrin [Path through the center: composer Rodion
Shchedrin], 279.
11

75

players of the Chicago Symphony to sing Ochi Chernye12 in Russian. They have their
reputation to consider! It would be too much, even for their famous loyalty to
contemporary music. They won’t do it—you will see for yourself.”13 Eventually
Shchedrin succeeded in convincing Maazel to at least try it during the first run-through
and promised to delete the singing episode at the first sign of disapproval from the
players. However, to the great disbelief of naysayers, the viola section displayed genuine
enthusiasm and delivered a spirited performance of Ochi Chernye, in Russian.
Concerto for Orchestra no. 1 has been described as “a work that celebrated the
‘low’ stratum of folk/popular music in the manner of Petrushka,”14 though in “Naughty
Limericks” Petrushka parallels do not reach beyond general social characteristics of the
featured folk genre of chastushka. However, the Third Concerto demonstrates interesting
similarities to Stravinsky’s 1911 masterpiece on multiple levels. In both pieces, the
events unfold amid a simple folk gathering—Shrovetide fair and a circus performance.
Formal structures of the two pieces also parallel each other, each organized as series of
short character performances interspersed with outbursts from cheering crowds or group
dances. Finally, a striking resemblance in some of the orchestration decisions that the two
pieces share suggests that the Petrushka influence is undeniable and most likely not
coincidental. Both pieces open with street-hawkers’ cries and/or fanfares, include
moments of quite delicate, chamber-music textures; Stravinsky’s method of depicting
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crowd hubbub by simultaneously running different patterns of the same tetrachord also
appealed to Shchedrin (Example 3.1).

Ex. 3.1a: Stravinsky, Petrushka, 2 to 4 mm. after 2, Violin I, piano, harps.
Depiction of crowd hubbub.

Ex. 3.1b: Shchedrin, Concerto for Orchestra no. 3, mm. 1–4, flutes only.
Depiction of crowd hubbub.
The cries of announcers outline the interval of a perfect fourth (Example 3.2), and
introductory sections of both pieces spin the crowd commotion into grand celebratory
fanfares, with more or less regular phrase structures. Rehearsal 5 in Petrushka
accompanies “drunken revelers” that are crossing the square, dancing, in duple meter.
Shchedrin’s circus-goers are greeted with a magnificent full-brass, percussion, and strings
fanfare, as the lights flood the ring at rehearsal 1, and the show begins.
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Ex. 3.2: a) Stravinsky, Petrushka, mm. 1–2, Flute I; b) Shchedrin, Concerto for
Orchestra no. 3, m. 4, Bassoon I
The first section of the concerto does exactly what one would expect from a
concerto for orchestra: it actually introduces the instruments, using the announcers’ cries
as the unifying motif. The intervallic structure of the motif is often altered, if compared
with the original, but the rhythmic organization remains intact. At 2, the timpani, playing
all three notes of the E major triad on downbeats, along with percussion, piano, and low
strings pizzicato set the scene, in pianissimo, for the entrance of the four flutes, in pairs.
Soon cellos and basses add ricochet into held sul ponticello notes, as clarinets and
bassoons, also in pairs, join the conversation, eliciting yet another interesting parallel, this
time with Bartók’s Concerto for Orchestra, second movement: “Game of Pairs.” The pair
of oboes brings in more percussion instruments, and the low strings with Violin II thicken
the texture with sustained sonorities, p senza vibrato. At 10, the woodwinds conclude
their parade with a marching fanfare in clarinets and bassoons (auxiliary winds do not
participate in this presentation), accompanied with ascending ricochet sextuplets in upper
strings.
At 12, the strings take over the marching fanfare that the woodwinds have just
introduced, and turn it into a backdrop (forte sul ponticello) for the brass, which begin to
gather their forces for an upcoming showcase at 14. Two horns, two trumpets, and two
trombones take turns passing around the motif from the introduction, accompanied by a
cup bell, guiro, and low B-flat pedals in contrabassoon and trombone III. This seems to
conclude the first number on the program. The crowd suddenly jumps to their feet at 15,
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fff, chattering in excitement, as the brass, percussion, and low strings reprise the
celebratory fanfare, as an interlude.
The second section resembles a pas de deux, as it consists of five characteristic
sections, four of them labeled in the score “Variazione Primo,” “Variazione Secondo,”
“Adagio,” and “Coda.” The first variation is introduced by the first and second violins,
rising from the bottom of their register with energetic, persistent quarter notes, each
preceded by a flurry of grace notes, to the very top, ending with natural harmonics at the
edge of the fingerboard. The variation itself (Moderato, quarter note equals 76–80)
begins at 24 and is scored for solo clarinet with countermelodies in solo cello,
accompanied by quiet, sparse pizzicato in low strings, delicate percussion punctuations,
and occasional remarks from other woodwind instruments. It somewhat resembles the
mysticism of the “Magical Trick” number in Petrushka. The variation concludes with
series of brief, uncertain piano staccato phrases in winds and percussion, with fermatas
on rests in between.
The audience seems to be only mildly enthusiastic about the performance, since
the “applause” section at 26 is in piano/pianissimo. The woodwinds and strings play
repetitive patterns in triplets (the tempo picks up significantly) while all the brass players
are actually clapping their hands.
The second variation follows, also in Moderato, though slightly faster than the
first one. It features the trumpet in a more energetic yet still delicate solo, accompanied
by horns, trombones, timpani, cymbals, and bass drum with dry, somewhat distant offbeats. The following applause episode is no more exciting than the one addressed to the
clarinet soloist, though this time around it ends with a sudden outburst of sextuplets in
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flutes, clarinets, and strings. A rapid, dramatic descent over the span of two measures
falls right into the Adagio section (out of order, if compared to a traditional pas de deux).
The Adagio sets up the perfect scene for a love duet, with shimmering violas in
ppp dolcissimo tremolo accompaniment, in unison with the bassoon, further romanticized
by the bird whistle and chirping flutes and piccolo. The clarinet begins to sing another
solo, but soon finds itself in a secondary role, as the double basses, soli, begin the first
presentation of the seductive gypsy romance. It does not take too long for the hearts to
overflow with passion, and at 31 we suddenly find ourselves in the middle of a
Tchaikovskian apotheosis, or a parody thereof. Strings are in an octave unison, horns
blast ostinato sextuplets, flutes and oboes splash around with filler material, clarinets and
bassoons support the harmony with dense, full-blooded sonorities, and the snare drum
rolls the waves of crescendos and diminuendos, highlighting the direction of the melodic
line.
The declaration of love ends just as abruptly as it had begun. The scene changes,
with chattering strings, a couple of fanfares in trumpets, and thundering chords in low
brass and winds. The Coda adapts to the faster tempo of the preceding transition, and
actually has very little to do with the lyricism of the Variations and Adagio, as it quickly
grows into a military march at 38, which features the three trombones and the tuba. The
march scales down before 40 for a surprise appearance of a sixteen-measure
contrabassoon solo, accompanied by timpani and basses pizzicato. The march returns in
41, back to forte staccato, and leads us to a new section at 43, which showcases the string
instruments.
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This section does not present any memorable melodic material, and is quite
fragmented and sequential. The second violins pizzicato an angular motif, accentuated by
artificial and natural harmonics in violas every other measure, while the first violins reply
with short blurbs of sixteenth notes. Soon the texture expands to include woodwinds,
percussion, and other strings with sustained harmonies.
Shortly before 49 everyone except for the violins gradually disappears, as the
violins alone start weaving another string of beads, this time with chromatic ascending
sixteenth-note triplets that land on the downbeat of 50 in fff tremolo. The flutes, piccolos
and glass chimes burst in with a grotesque music box version of the opening fanfare on
helium, all in extremely high registers. Violas tremolo behind the bridge, fff, as the rest of
the woodwinds, horns and trumpets join in playing on reeds and mouthpieces. The
squeaky madness is interrupted by the return of the military march in trombones and
tuba, which, only eight measures later, at 53, suddenly shifts gear to Piu mosso, and takes
off in a can-can worthy of any cabaret. The festivities die away in a diminuendo poco a
poco as the texture climbs back up in a long gradual glissando in strings, all disappearing
into a grand pause on fermata one measure before 56.
The next section, Lento assai, is a calm before the storm. The clarinet and flute
play the melody of the fanfare, but here in pp dolcissimo and in augmentation. The low
strings tremolo harmonics, another clarinet, horn, and a muted trumpet sustain the
harmony, and celesta and the upper strings shimmer, alternating bell-like harmonics, as
the violas begin to sing, quite literally, at 57. They manage to go through an entire verse
of “Dark Eyes,” though the lines of text come slightly out-of-order.
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Ex. 3.3: a) the melody of the romance Dark Eyes; b) Shchedrin, Concerto for
Orchestra no. 3, 57, violas divisi à2.
This eerie episode is interrupted by the crowd commotion in anticipation of the
closing fanfares and the departure parade, as the circus prepares to leave the town. The
closing section is based on the opening fanfare, which grows into a Poco piu pesante full
orchestra march, then begins to scale down, leaving only the flutes and the piccolo. They
are accompanied by the strings that are gradually getting softer, their note lengths begin
to increase, and after one last statement of the gypsy romance by a solo double bass,
strings disappear altogether, leaving the flutes and piccolo with percussion and piano—
the same texture that began the woodwind showcase at 4.
Soon only the percussion remain active as a distant reminder about a good time
had by all, as the circus caravan disappears over the horizon. The mist settles over the
fields with upper strings playing flautando behind the bridge and the low strings in
harmonics. The clarinet plays the last snippet of the fanfare, pp, the flute promptly echoes
it, ppp, and the mist dissolves into pppp morendo. In my opinion, this would be the
perfect ending for the piece. However, the composer decides to conclude with a
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somewhat uneventful coda, which almost sounds like a forced obligatory addition to a
showy orchestral number, which, according to a stereotype, cannot possibly end quietly.
The coda, Presto, begins at 75 with a single flute, pp. Other winds, celesta, brass, strings,
and, finally, percussion, gradually add their voices to the choir chanting the relentless
short-short-long pattern. The timpani come in at the end, just as the accelerando and
crescendo start to pick up, to perform a last solo: a nearly two-octave pedal glissando on
all four drums. The piece ends with a fffff cluster, on either the highest or lowest note
possible.

Concerto for Orchestra no. 4, “Roundelays.” This concerto was commissioned by
International Music Program Santori-Hall, Tokyo, in 1989 and was premiered the same
year by the Tokyo Symphony Orchestra under Naohira Totsuka. The Tokyo International
Music Program was created by Toru Takemitsu with a mission to introduce works from
standard classical orchestral repertoire alongside music by living composers, and to
demonstrate to the audience their ability to coexist. Each composer participating in this
project was invited to construct their own concert program, based on the following rules:
in addition to their own work, composers had to propose a classical piece that had a big
influence on the formation of their creative identity, and a piece by a younger composer
that they believed in. The condition of the commission was to write a piece “in Russian
style,” which the Concerto had masterfully fulfilled, and for companion pieces Shchedrin
picked Mussorgsky’s Pictures at an Exhibition and Schnittke’s Ritual. Concert
performances were also accompanied by featured composers’ lectures on their own work.
As Shchedrin arrived for his lecture, he expected to see a dozen music theorists, but
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recalls being incredibly surprised to walk into an auditorium packed with hundreds of
people, including orchestra players, all armed with scores of his music and many
questions.15
Concerto no. 4, “Khorovody” (“Roundelays”) draws on the genre of khorovod, a
traditional round dance, often with singing, that dates back to pagan times when the
circular formation was associated with sun worship and ritual spring ceremonies. This
dance genre has been popularized by Stravinsky in The Firebird (“Khorovod of the
Princesses”) and even earlier by Tchaikovsky in the finale of Symphony no. 4, based on a
roundelay song In the Field Stood a Birch Tree.
The piece is scored for a large orchestra with an unusual addition of an alto
recorder and harpsichord. An impressive display of extended techniques and a
sophisticated, continuously changing kaleidoscope of colors and instrumental
combinations create a rich palette of evocative images of a warm summer breeze rustling
through the leaves and grass. The ostinato motor of the round dance is set off by the
violins pizzicato and harpsichord, at first gentle and meditative, and later on growing into
a spell-binding ritual, with a wide array of percussion instruments.
The form of the concerto can be outlined as follows: the opening Lento assai
through 3 is an introduction, Section 1, an Allegretto with the primary meter of 4/4, starts
at 4 and consists of two parts or theme groups, the second one beginning at 13. Section 2,
eerie and dissonant, with the primary meter of 3/4, begins at 32, with the second theme
group (return of the original ostinato) beginning at 45. Section 3, which is a condensed
recapitulation of Section 1 (of its first theme group only), begins at 60.
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Even though Shchedrin does not specify the purpose or function of the roundelays
he has portrayed in this concerto, I personally am unable to shake off the associations
with the Night of Ivan Kupala that the first hearing of this piece has imprinted on me. A
pagan Slavic equivalent of Midsummer and St. John’s day, this holiday is still observed
in many Eastern European countries. It celebrates the summer solstice with rituals and
games involving water, as a symbol of fertility and purification, and bonfires, jumping
over which is seen as a test of faith and bravery. This pagan ritual connection is asking
for yet another line of analogies with another Stravinsky masterpiece, The Rite of Spring.
Shchedrin does not seem to be dancing anybody to death, though several sections of the
“Roundelays” bear signs of resemblance with certain images from The Rite.
The introduction paints an intensely beautiful scene of a warm summer evening,
with the hollow, reedy tone of an alto recorder. Much like the bassoon in the opening solo
of The Rite of Spring, the recorder is reminiscing about the times long gone, and at the
same time is reminding us of the imperceptible, but everlasting imprint of age-old
traditions on our modern subconscious. The strings sustain the ringing silence of a night
with ethereal ppp tremolos in very high register and resonant natural harmonics, while the
two flutes resemble the wind gently blowing through cattails by playing uncoordinated
glissandos on head joints (with finger, pitches approximate).
Since the bonfire holds the central place in Kupala festivities, the crowd
traditionally remained silent until the fire, produced by friction, caught on. Only with the
first strong flame, would the songs and dances commence. The first section of the
concerto, which begins as an Allegretto in 4/4, firmly establishes the enchanting ostinato
pattern that allows the celebrations to begin, and sets the roundelays in motion. The
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ostinato, a flickering flame, is first introduced by the harpsichord doubled by the divided
first violins. This captivating motif is very similar in structure and dramatic effect to the
material from The Rite of Spring, which anticipates “The Augurs of Spring. Dances of the
Young Girls,” after the last statement of the bassoon solo at 12 (Example 3.4).
Shchedrin’s ostinatos start without a warning, often on the second half of a beat, then
suddenly come to a halt with a sustained sonority, only to reignite the flame a few beats
later. Because the starts and stops do not seem to follow any kind of an audible pattern,
the metric organization of this section is difficult to determine without seeing the score.
However, no matter how brief the bursts of activity are, this ostinato manages to instill
such strong sense of pulse that our subconscious cannot imagine the events unfolding in
any other tempo.

Ex. 3.4a: Stravinsky, The Rite of Spring, 4 mm. after 12, first violins.

Ex. 3.4b: Shchedrin, Concerto for Orchestra no. 4, 2, first violins and harpsichord.
The recorder quickly adapts its solo line to fit the demands of the ostinato, and
continues to occupy the spotlight, accompanied by sustained tremolos and harmonics in
strings and occasional textural accents from flutes, crotales, stopped horn, and second
violins. It now resembles a song, as opposed to the echo of a distant memory it was at the
very beginning of the introduction. The texture changes at 7, as the piano, alto flute, and
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C flute take over the ostinato, while the clarinet, in unison with the harp right hand, plays
its version of the melody, which in turn is taken over by the English horn at 9. Shortly
before 11, the ostinato pattern changes once again, now played by the harp and two
bassoons, and the clarinet returns with another, more ornate, statement of this song-like
melody, which grew out of the opening recorder solo.
At 13, a sudden shift in dynamic level and articulation pulls us out of the lulling,
entrancing field of tinkling pp ostinato and long-spun melodies. An energetic, angular
theme appears, played by the first horn, forte, in unison with chimes (at an octave) and
divided violins (forte, sul G). The violins amplify the reverberation of the line, holding on
to certain notes in the melodic progression a little longer. The meter begins to shift
between 5/8 and 4/4, and the multiple statements of this new energetic theme are
separated from one another by rests of varying length, which are filled in by a long pedal
tone in the bass clarinet and reverberations of unmuted chimes. This episode brings up
another curious point of comparison with The Rite, in particular with the “Ritual of
Abduction” at 37 (Example 3.5). Abductions of young women by men wishing to marry
them were an important part of the Night of Ivan Kupala celebrations, especially during
the times before Christianity,16 so this connection to The Rite seems to be reflected not
only in the shape and presentation of the melodic phrase, but also in the storyline.
The mixed-meter episode ends shortly after 15, with the return of the ostinato, but
the party is now in full swing. The choir is growing stronger, with bassoons à3, English
horn, and first violins, at 16, playing a melody derived from the “abduction” motif, forte
espressivo, while the flames of the ostinato are leaping high at f/ff in piano with flutes,

Richard Taruskin, Stravinsky and the Russian Traditions: A Biography of the Works through “Mavra,”
vol. 1 (Berkeley: University of California Press, 1996), 884.
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Ex. 3.5a: Stravinsky, The Rite of Spring, mm. 3–5 after 37, piccolo trumpet only.
The main motive of the “Ritual of Abduction.”

Ex. 3.5b: Shchedrin, Concerto for Orchestra no. 4, 1 m. before 13 to 3 mm. after
13, first horn only. Secondary theme of Section 1.
and later piano with cellos and basses. The melodic material is transferred from f clarinets
à2 and a muted trumpet at 17 to the solo oboe at 18. At 21, the attention shifts to the three
bassoons, playing a three-part rendition of the melody. They are accompanied by the first
and second violins, divided into a total of five parts. Each part carries forward its own
beat subdivision, pp dolcissimo or pp poco cantabile: there are tremolo quarter notes,
duplet and triplet eighth notes, eighth-note quintuplets, and quarter-note triplets, all
woven into an intricate blurry soundscape. At 23, the violas, subdivided cellos, and
basses echo the bassoons, accompanied by the ostinato played by a half of the first violin
section, in harmonics, with sleighbells. Rehearsal 24 begins an extended English horn
solo, followed by the showcase of the clarinet section, complete with the bass clarinet, at
26. At 24, we also hear an interesting addition to the already familiar ostinato
configuration of flutes and harpsichord, here joined by the four cowbells of different
sizes. Rehearsal 27 gives us a glimpse at what is yet to come: a slight expansion of
texture. Sleighbells, glass-chimes, celesta, harp, second violins col legno on open strings,
and natural harmonics in violas make up the ostinato, while the melody is sung by the
horn with harpsichord and the first violins pizzicato. A surprising deviation from the
duplet consistency of the ostinato occurs at 28, when the woodwind section begins
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chanting a three-note pattern of triplet eighth notes. It accompanies the upper strings, who
present the melody in its original form (the first violins), simultaneously with a shadow
of select notes of the melody (the second violins), and in augmentation (the violas), all
playing forte legato. The woodwinds grow more and more agitated with every phrase, all
crescendo, and the flutes shift first to sixteenth notes and soon to sixteenth-note
quintuplets, stirring up an unsettled, distressed transition episode. The transition is based
on the motifs derived from the main melody of the section, presented in short blurbs of
sixteenth notes, fragmented, and in diminution. We hear these motifs first played by the
piccolo trumpet at 29, in dialogue with horns and strings, while basses accentuate the first
note of every string remark with a snap pizzicato, and woodwinds play sf chords quasi
Campane.
Section 2 arrives rather unexpectedly—the lower strings get only two beats to
diminuendo from forte to piano, immediately before 32. The second section can be
described as extremely dissonant, complex, and intense. The ostinato that sparked the
first section into motion is gone now, and instead we find ourselves in the grip of another
perpetual pattern, which begins ppp in snare drum (with fingers) at 33, and gradually
expands (Example 3.6).

Ex. 3.6: Shchedrin, Concerto for Orchestra no. 4, expansion of the new ostinato
pattern—a) piccolo snare drum at 33; b) first violins at 3 mm. after 36; (cont.)
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Ex. 3.6 (cont.): Shchedrin, Concerto for Orchestra no. 4, expansion of the new
ostinato pattern— c) snare drum and violins at 40; d) all flutes at 4 mm. before 42.
Section 2 begins with a flute duet, which turns into a trio at 35, and finally
becomes a quartet at eight measures after 35 with the addition of the alto flute. The
clarinet duet/trio follows at 36, replaced by the bassoons at 38, and horns at 40. The two
oboes and English horn complete this woodwind showcase with a dramatic ff statement at
41. All featured instruments present practically identical melodic material. However,
each section adds its own embellishments or alterations to the texture, which helps to
avoid monotony. With the entrance of the clarinets, we also become aware of the
surroundings, as a variety of bird sounds emerges from the flute section with angular
intervals, staccato, frullato, and grace notes. It seems like the young women that started
singing the song, calmly and quietly, at 32 (the flutes), are walking deeper and deeper
into the woods with every verse. Eventually, the women find themselves in the midst of
all the eerie noises of the dark forest, its spooky factor multiplied by beliefs in magic,
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mysticism, and wicked creatures, all of which traditionally surround the events of the
Kupala Night.
By the time the clarinets are getting ready to finish their soli phrase, we begin to
hear shrieks of terror (37)—asymmetrical sfff secco clusters in violins and harpsichord—
and short whining glissandos in violas. During the bassoon soli segment, cellos and
basses begin to further agitate the texture with strings of soft but unabating chromatic
sextuplets. Percussion instruments stir up the drama with occasional two-beat outbursts of
rattling forte, and glissandos in strings become longer and reach louder dynamics,
climbing up and down at a slower pace. When we reach the final woodwind soli, of oboes
and English horn at 41, the ostinato is taken over by the percussion (guiro, crotales, and
bongo), upper strings are mumbling a cluster in thirty-second notes, sul ponticello, and
the lower strings are sliding down a long glissando, all in crescendo.
Rehearsal 42 opens an episode of surreal, beastly, screaming cacophony. I am
going to refrain from speculating about what exactly might have happened with our
heroines in the woods, but whatever it was, it does not sound good. The oboes and
clarinets, including the E-flat, all in extremely high register, are sliding around a longstretched melody, with glissandos to and from every note. The four flutes are shouting the
ostinato pattern, also extremely high, while the violins are pulling out quarter notes, with
the whole bow, ff legato sempre. From 42 until the entrance of the trombones at 43 the
lowest note in the overall tessitura of the episode is a D₅ in the second violins.
At 43, the trombones and tuba take center stage with a fragmented dance-like
tune. Oboes, clarinets, and violins remain unchanged (except for the addition of the
violas), while bassoons join the flutes with the ostinato, here modified to sixteenth triplet
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and an eighth. The trumpets take over the lead role at 44, as the low brass punctuate their
statements with occasional counter-motifs. The low strings join the violins and violas on
quarter notes, now turning to all down-bows (5 mm. after 44).
The second theme group of the second section begins with an immediate reset, an
eighth-note rest on the downbeat of 45, and continues with a tidy, organized dance tune,
which comes as a welcome relief after such an extended episode of dissonant drama. The
dance tune features the four horns (in piano) and the recorder (playing forte),
accompanied by the original ostinato pattern in duplet meter, from the first section, here
written into a 3/4, played by the snare drums and a shaker. All strings, except for the
basses, are strumming pizzicato chords following the rhythmic outline of the melody.
As the roundelay keeps winding round the bonfire, the texture changes, passing
the melodic lines on to woodwinds, while celesta, harpsichord, and harp begin playing
sets of clusters, in unison. The ostinato is carried forward by crotales and wood-chimes,
as the strings shift to short, trembling sul ponticello clusters, appearing on seemingly
random beats of the phrase. From 46 to 48, the lowest note in the texture is a C₄, and
starting at 48, the pitch begins to rise even higher, as all the bass instruments (bassoons,
violas, cellos, basses) drop out. Bongos, marimba, cowbells, sleighbells, and glass chimes
all contribute to the ostinato at different times. The violas and cellos later return, but only
to intensify the already dense, dissonant, and unbearably high pitch range of the episode
with natural harmonics in treble clef. The clusters keep rising, in rhythmic unison, to
reach the range of B₅ to G#₈, when, two before 53, the bassoons, trombones, tuba, and
basses bring back the bass clef, ringing in the closing festivities of the central section of
the piece.
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The ostinato pattern is transformed into a bell peal, with cup-bells, crotales, small
gongs, vibraphone, and chimes take turns tolling the bells on the imaginary tower. The
horns, trumpets, and low brass, with basses and bassoons, present three independent
renditions of previously explored motifs, taking place all at the same time. All other
strings, including violas and cellos, still in treble clef, add another layer to the texture,
with hymn-like material, presented in rhythmic augmentation (in half-notes), in
extremely high register. Eventually, the rest of the woodwinds join in with splashes of the
ostinato from the second section, and we soon arrive at the closing statement of the
second section.
Rehearsal 57 is another reflection of The Rite influence, as it shows signs of
resemblance with the “Evocation of the Ancestors” (121 in Stravinsky) in its chanting,
homophonic texture, meter changes, and emphasis on the off-beats, created through the
use of rests on some of the downbeats. The ostinato now grows to its tallest and involves
all six percussion players, plus, on occasion, the timpani. The harp, harpsichord, and
piano punctuate the phrases with eighth-note sfff chords, and soon all the strings, winds,
and brass that participate in chanting of the chorale, begin to emphasize certain beats of
the phrase with short bursts of tremolo/frullato.
The recapitulation of the first section begins without a transition, with a sudden
drop in texture and dynamic. It keeps the return of the opening material close to the
original, except for the ostinato pattern in flutes and piano now being a half-step higher,
starting with a D-natural at 60, as opposed to the D-flat throughout the opening segment
of the piece. The recorder gets to enjoy its solo, in full, also a half-step higher. The
recapitulation differs from the first section in that upper strings hold a more extended role
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delivering lyrical melodies, such as a pp cantabile episode at 63. There is an increased
percussion presence, too—still delicate and subtle punctuations, though with greater
variety of tone color (crotales only in the exposition vs. wooden spoons, choclo, and
piccolo snare in the recapitulation).
Rehearsal 67 brings back the opening measures of the piece, with the flutes
playing unpitched glissandos on head joints, depicting the light summer breeze rustling
the grass. The accompanying shimmering background of the violins playing flautando or
sustaining a natural harmonic is now enhanced with the addition of the violas, divisi à3,
eight cellos soli, and eight basses soli, all holding on to their own note in a cluster of
harmonics, ppp. The opening recorder solo begins up a half step, but the first interval is
altered from a perfect fourth into a perfect fifth, which makes it possible for the solo to
end on a C-sharp. At the end of the solo, the C-sharp is respelled enharmonically as a Dflat, and the original ostinato is finally played with its initial collection of pitches, starting
on a D-flat (68, harpsichord and violins). The clarinet and harp enjoy another opportunity
to collaborate, but this time around their melody is significantly less animated, spelled
out in quarter notes.
Rehearsal 68 also introduces a new element of an extended pedal, in rolling
timpani and low strings, ppp. It starts with an F-natural, and shifts to an A-flat some ten
measures later. The percussion finally take over the ostinato pattern altogether, bringing
the piece to a close with a soft, magical echo of the grandiose bell peal we had heard
earlier. It disappears into a ppp morendo as all other voices come to a standstill.
The harp, with harpsichord, second violins and the clarinet highlighting certain
pitches of the motif, hangs in the air the final statement of the recorder tune from the
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opening of the first section. One may think that the piece ends here, but it seems to be a
kind of a tradition for Shchedrin to end large orchestral pieces with a bang, no matter
what kind of an effect such ending may have on dramaturgy of the piece. Concerto for
Orchestra No. 4 is no exception: the last four measures of the piece present us with a
glissando that stems from the two left-over notes in clarinet and second violins, and
expands in rapid crescendo to include the entire orchestra, landing on the highest pitch
possible across the board, in ffff.
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CHAPTER FOUR
THE NINETIES
The Time
In the nineties, concurrent with Schnittke and Gubaidulina, Shchedrin and his
wife Maya Plisetskaya made a decision to relocate to Germany. Due to Russia facing
economic instability and political turmoil, and because of a sharp decline in support of
the arts, which threatened their creative work, by 1992 the couple had settled in Munich.
Their choice of new home fell on Munich because of the city’s close proximity to
Moscow, and similarities between the Russian and German systems and methods of
music education. Shchedrin had received invitations to teach in the United States and
Canada, but crossing the ocean seemed to him a “true departure,” not the type of journey
the family was emotionally prepared to embark on.1 While in Germany, Shchedrin was
able to build new connections and obtain new contracts with leading Western publishers.
The composer owns the rights to his music in Russian territories; in other countries,
Sikorski owns his works written prior to 1993, and since 1993 Shchedrin has had an
exclusive contract with Schott. In the nineties, Shchedrin enjoyed a steadily increasing
number of commissions, as he built himself a reputation that secured collaborations with
leading artists and ensembles under very generous contracts that set no strict limitations
and ensured continuity of a highly satisfactory creative process.
In 1993, Shchedrin received the Shostakovich Award (an award for preservation
of spiritual values and artistic traditions of Russian and world cultures, established by the
Yuri Bashmet International Foundation), and two years later, the Crystal Award of the
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World Economic Forum in Switzerland. The composer kept up with the tradition of
showing his new piano pieces to his beloved Conservatory teacher, Yakov Flier,
presenting a premiere of his fourth piano concerto in 1992 at Flier Memorial Festival, in
celebration of the late pianist’s 80th birthday (Flier passed away in 1977). A festival in
honor of Shchedrin’s own 60th birthday took place in Moscow and St. Petersburg in 1992.
Among piano and vocal compositions, festivals saw performances of Autoportrait for
orchestra (1984) and Concerto for Orchestra no. 3 “Old Russian Circus Music.”
The composer’s sixty-fifth birthday was celebrated on an international scale, with
performances in Finland, France, Germany, and a nineteen-day-long festival of
Shchedrin’s music in Moscow, St. Petersburg, Nizhniy Novgorod, and Samara. Moscow
Conservatory honored its esteemed alumnus with an Honorary Professorship, which
Shchedrin accepted during a concert of his music, where he performed his Piano
Concerto no. 1—the piece submitted as his senior graduation project in 1954. Other
notable performances included Russian Photographs for string orchestra (1994), played
by the Moscow Virtuosi under the direction of Vladimir Spivakov; productions of
Carmen Suite and Little Humpbacked Horse on theatrical stages, and Maya Plisetskaya’s
birthday gift to her husband, Divertimento in Honor of Rodion Shchedrin, which she
directed with the Russian Imperial Ballet. By the late nineties, the couple were spending
the majority of their time in Munich, and their impressions from this extended visit were
mixed: on one hand, they were very pleased with the good concert attendance, but found
the beggar’s pay scale of orchestral musicians incredibly frustrating, commenting on the
amazing, selfless dedication of performers to their art.2
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The scope of genres in Shchedrin’s own output in the nineties differs from that of
the previous decades. Shchedrin’s and Plisetskaya’s departure to Germany distanced
them from the Bolshoi Theater, so there were no ballets written in the nineties. However,
all the new and exciting connections and collaborations the composer was able to acquire
while working from Munich inspired creation of six new instrumental concertos. Among
other instrumental compositions of the decade, there can be noted a strong pull towards
lyricism, a predominance of string timbres, and a renewed commitment to Russian
themes: Russian Photographs and Glorification (1995) for string orchestra, Shepherd
Pipes of Vologda for oboe, English horn, horn and strings (1995), three instrumental
concertos with lyrical subtitles, Sotto vocce for cello (1994), Concerto dolce for viola
(1997), and Concerto cantabile for violin (1997), and Concerto for Orchestra no. 5 “Four
Russian Folk Songs.”
The Music
Concerto for Orchestra no. 5 “Four Russian Folk Songs.” The Concerto was
commissioned in 1997 by the BBC for the Proms Season 1998. It premiered on August 7,
1998 in Royal Albert Hall, London, performed by the Ulster Philharmonic Orchestra,
Dmitri Sitkovetsky conducting. The only commercial recording of Four Russian Folk
Songs was completed by the Bournemouth Symphony Orchestra under Kirill Karabits,3 a
Ukrainian conductor. Kirill’s father, composer Ivan Karabits, himself wrote three

3

Shchedrin: Concertos for Orchestra nos. 4 and 5, Bournemouth Symphony Orchestra, conducted by Kirill
Karabits, Naxos 8.572405, CD, 2009.
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concertos for orchestra, which he attributed to the influence of his friend and mentor,
Rodion Shchedrin.4
The question of what authentic folk material was used in this concerto presents a
controversy. In the Naxos booklet for Karabits’s recording we find a brief introduction to
the piece, written presumably by the composer himself, which states that “one authentic
and well-known folk song” makes an appearance in the exposition of the concerto.5 In
that same booklet, we find a program note containing a brief analytical overview of the
piece, written by Andrew Burn, which echoes Shchedrin’s statement and further points
out that the other three non-authentic songs can be called “free re-creations,” derived
from three different genres: a lament, a ballade, and a gypsy street song.6 However, in
Kholopova’s Path through the Center we find a supplement containing the composer’s
program notes for a good number of his works, including the concerto in question. The
note reads: “I use—though, rather freely—four types of folk songs: a ballad (“Not a
White Birch Tree”), a lament song (“How across the River”), a dance song (“Two
Guitars”), and a glorifying ritual hymn (“Glory to God in the Highest”). All four motives
make a simultaneous appearance at the end of the piece.”7 Such discrepancy between the
two seemingly reliable sources—both refer to the composer himself—is puzzling. My
own personal investigation of the sources mentioned in Kholopova’s book and study of
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Andrew Burn, liner notes to Karabits: Concertos for Orchestra Nos. 1, 2, and 3, Bournemouth Symphony
Orchestra, Kirill Karabits, Naxos 8.572633, CD, 2010.
5

Rodion Shchedrin, liner notes to Shchedrin: Concertos for Orchestra Nos. 4 and 5, Bournemouth
Symphony Orchestra, Kirill Karabits, Naxos 8.572405, CD, 2009.
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Andrew Burn, liner notes to Shchedrin: Concertos for Orchestra Nos. 4 and 5, Naxos 8.572405.
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the score led to the conclusion that the “Two Guitars”8 song is also an undeniably
authentic gypsy dance song, which is quoted extensively and is quite recognizable. The
hymn “Glory to God in the Highest,” identified in the Naxos booklet as the only authentic
melody, is definitely there in its most popular form, the one that can be found in RimskyKorsakov’s collection 100 Russian Folk Songs and was popularized by Mussorgsky in
the “Coronation Scene” of Boris Godunov. The remaining two songs, “Not a White Birch
Tree” and “How Across the River” presented me with a significant amount of puzzlesolving trouble with locating the melodies in the score. The connections and relationships
can be established, though sometimes with quite a stretch, on the level of intervals or
three- or four-note motifs (as is the case with “How Across the River”). This is where the
composer’s reference to “free re-creations” “in the spirit of” that I found in the Naxos
booklet appears to be accurate. However, the fact that Shchedrin did actually provide us
with titles for the songs inspired my analytical efforts that led to the conclusion that all
four songs are actually there, though presented with different degrees of interpretational
freedom and identifiability.
Shchedrin’s own program note for Four Russian Folk Songs provides a listener
with a general overview of the composition: “The score was intended to have a clear
virtuoso, concerto trajectory for every instrument, for every section of the orchestra. The
piece has a simple quasi-plot: an old-fashioned Russian troika is leisurely moving
through the country’s landscape. A traveler in the troika hears an ancient ballad, the
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Several versions of this song, arranged by Ivan Vasiliev (c. 1810–1870), a famous gypsy choir conductor,
guitarist and composer, along with the original poem (1857) by Apollon Grigoriev (1822-1864), Russian
poet, critic and translator, can be found on this webpage: http://a-pesni.org/romans/2gitary.php, accessed
June 17, 2017.
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strumming of the balalaika, a Gypsy song with guitar accompaniment, a magnification
ritual accompanied by an old Easter bell peal …”9
The piece is organized into three sections that can be labeled A, B, and Aˈ.
Section A consists of two theme groups. The first group can be characterized by the
jingling of the troika that accompanies several renditions of an original, song-like melody
from the beginning to 9, without interruptions and in various orchestrations. The second
group does not have the driving force of the troika ostinato; it is less committed to the
forward motion, and takes several sharp turns changing meters and tempos. The only
thematic material of substantial duration and recognizable melodic content begins at 9
and runs through 11 (a rendition of “Not a White Birch Tree” in the solo tuba). All the
following episodes are rather fragmented and appear to be focused on innovative colors
and textures more than melodies. Tempo frequently pulls back and forth, often changing
every two measures. The section closes with a hint of the refrain from the gypsy romance
“Two Guitars,” which is a dynamic culmination of the first section (Example 3.7):

Ex. 3.7: a) romance “Two Guitars” and its representations, b) Shchedrin,
Concerto for Orchestra no. 5, 19, first violins; c) 41, first violins, doubled by the
woodwinds; notes in parenthesis are played by the winds only.
Kholopova, Put’ po tsentru: Kompozitor Rodion Shchedrin [Path through the center: composer Rodion
Shchedrin], 298.
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Section B, also consisting of two thematic groups, begins at 21, in triple meter
(performed “in 1”), with the first of many statements of the hymn “Glory to God.” The
second group, which begins at 29, also features several recognizable motifs from the
hymn, but its focus on the celebratory bell-ringing is apparent. Section B is the longest
episode in the piece with a consistent pace: it has no tempo alterations, and even manages
to encourage the recapitulation of the Section A to adopt its steady pace, as the opening
melody returns, at 34, in augmentation, accompanied by the familiar jingling of the
troika.
In the recapitulation, a significantly shorter return of the material from both
thematic groups happens simultaneously, in layers. The closing section adopts the “Two
Guitars” theme for its free, rubato episodes, much in the spirit of the second thematic
group in the exposition. A motivic, fragmented episode at 42 is very similar to the one
heard at 14, and can be labeled as the beginning of a brief, accelerating coda.
Section A, quiet and contemplative in character, begins with unhurried jingling of
the troika in eighth-note ostinato. The featured melody, very loosely related to the lament
“How across the River,” is constructed of four motifs (Example 3.8). It never rises above
a mf, and the culmination of this first thematic group, even though relatively powerful, is
short-lived and does not involve the main melodic material.

Ex. 3.8: Shchedrin, Concerto for Orchestra no. 5, m. 3 to 5 mm. after 1, main
theme of Section A, flute, clarinet, and bassoon in unison. The brackets highlight
the four motifs.
Presentations of the main melody differ in color, but never truly abandon the
meditative, reflective mood of the section. The first time, the melody appears in first
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flute, first clarinet, and first bassoon, in unison—a combination that Rimsky-Korsakov
refers to as one “very seldom found, except in certain orchestral tutti.”10 He proceeds to
advise that even though combining two or more timbres in unison provides music with
“greater resonance, sweetness and power,” it also “restricts the variety of colour and
expression. Individual timbres lose their characteristics when associated with others.”11
However, this seems to be exactly the effect Shchedrin was aiming for—a melody from
afar, a tone quality, with breathy low flute and intense high bassoon, which you cannot
readily place a label on. The second statement (2 mm. after 2 to 3) grows stronger, with
English horn being added to the pairs of flutes, clarinets, and bassoons, all playing in
unison. Here the individual instruments receive a brief opportunity to shine through the
texture in a pointilistic treatment of a portion of the melody: the bassoon and clarinet
trade notes, with an octave displacement, and the oboe echoes the last interval of the
motif, a step up from the clarinet. The beginning of the third statement (6 mm. after 3 to
4) is given to violas and horn, though oboe and bassoon get to complete it (again, both
combinations of instruments play in unison). Here the intervallic structure of the melody
is altered significantly: the descending scale at the beginning of the melody, in violas and
horn, is compressed to outline a tritone, which communicates a certain degree of anxiety,
unease. Thick, piercing tones in high register of the two double reeds that take over only
emphasize this feeling. However, the peace is soon restored, and the statement ends on
the original pitches that closed the initial presentation of the melody. The fourth
statement of the melody (4 mm. after 4 to 5) is given by an already familiar ensemble of

10

Nicolas Rimsky-Korsakow, Principles of Orchestration, ed. Maximilian Steinberg, trans. Edward Agate
(New York: Edwin F. Kalmus, 1933), 48.
11

Ibid.
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flutes, English horn, clarinet, and bassoon. Here the instruments break into duets and
echo each other, though starting the motifs from different pitches. The fifth statement (3
mm. after 5 to 6) is presented by the solo trumpet, shadowed by the oboe; however, the
trumpet here is made to blend into the woodwind-dominated texture—it is playing pp
dolcissimo with a cup mute and the remark “quasi from afar.” The trumpet does not get
to complete the melody, as once again our concertino ensemble of flutes, clarinets (here
in unison) and bassoon finishes the statement. The final presentation of the melody (8–9)
is the most powerful one—not in dynamic, but in density of color. The melody is played
by first and second violins, two flutes, two clarinets, two bassoons, all in unison, in pp
sotto voce cantabile, strings muted. In such a combination, the woodwind tone is usually
overshadowed by that of the strings,12 but in this particular case the two sections, strings
and woodwinds, complement each other quite nicely. The warmth of the violins brings
the melody closer to the listener—it no longer seems to be far away—and communicates
a tangible, almost personal quality to it. The bassoons in high register provide definition
and reduce “fuzziness,” and clarinets add roundness to the tone. In the meantime, the solo
trumpet, with cup mute, once again appears in the background with a quarter-note pp
dolce eco outline of the melody, ornamented with occasional flickering mordents, while
violas play a countermelody, which is the most complete rendition of the song “How
across the River” we have heard so far (Example 3.9).

12

Kent Kennan and Donald Grantham, The Technique of Orchestration (Upper Saddle River, NJ: Prentice
Hall, 1997), 213.
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Ex. 3.9a: Russian folk song “How Across the River,” as transcribed by N.
Rimsky-Korsakov.13

Ex. 3.9b: Shchedrin, Concerto for Orchestra no. 5, the song “How Across the
River” in violas, 3 mm. after 8 to 9.
Another important component of the opening section of the Concerto is the
jingling of the troika. If a concerto for orchestra is a composer’s opportunity to
demonstrate mastery of the art of orchestration, this five-minute-long ostinato is a good
illustration of an attempt to depict the steady clatter of hoofs and clanking of jingles on
the shaft bow with as much variety as possible. Besides the obvious unpitched percussion
instruments and pizzicato or col legno strings, Shchedrin also employs celesta and harp,
the strings with arco staccato, sul ponticello, and tremolo eighth notes, the woodwinds
and brass with staccato ostinato, as well as pitched percussion, such as timpani three-note
chords ostinato.
The second thematic group begins at 9 with a tuba solo, playing a rendition of the
song “Not a White Birch Tree,” in augmentation, doubled (and harmonized) by three soli
cellos and two soli basses. The tuba and the five low strings are accompanied by
strumming ricochet chords14 in the rest of the low string sections, and the violas, who
continue to spin their intricate web of legato quarter-notes, here in unison with the
bassoons (Example 3.10). Shortly after 10, we pass by a group of women, lamenting in
high-pitched, chromatic, collapsing lines. The first violins lead the lament with its sudden
13

Nikolai Rimsky-Korsakov, ed., Sto russkih narodnyh pesen dlya golosa i fortepiano [Hundred Russian
folk songs for voice and piano] (Moscow: State Music Publishing, 1951), 17.
14

Even after it stops bouncing, the bow remains on the string, sustaining the note for its full duration.
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outbursts of forte legato, while the second violins echo the first violins one eighth note
apart, muted. This “intrusion” at times completely overshadows the monotonous pp of the
“Birch Tree” caravan, though whenever the lament quiets down to a piano, the low
strings and the tuba re-emerge.

Ex. 3.10a: Russian folk song “Not a White Birch Tree,” as transcribed by N.
Rimsky-Korsakov.15

Ex. 3.10b: Shchedrin, Concerto for Orchestra no. 5, 9 to 2 mm. before 12, “Not a
White Birch Tree” (melody only, in augmentation) in tuba and top parts of cellos
and basses (basses sound an octave lower).
At 12, the scene changes with a brief appearance of the strumming of a balalaika.
All strings play pizzicato, with occasional arco notes gently emerging out of the texture.
Woodwinds, horns, harp, and percussion provide special effects, such as harp tremolo
with flutes staccato at 13, or a whoosh of a pppp glissando in clarinets one measure later.
At 15, the pizzicato picks up the tempo with an accelerando poco a poco, in a rapid
crescendo, which brings in an improvisatory trombone solo, accompanied by the string
forte in its fullest yet. This first wave ebbs quickly, only to gather the momentum some
four measures later, with the trumpet joining the trombone for the second repetition of the
improvisatory solo, preceded by trills under fermatas (Example 3.11). Section A closes
with a fff splash of the refrain from “Two Guitars” in strings and brass.

15

Rimsky-Korsakov, ed., Sto russkih narodnyh pesen dlya golosa i fortepiano [One Hundred Russian folk
songs for voice and piano], 15.
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Ex. 3.11: Shchedrin, Concerto for Orchestra no. 5, 2 mm. before 18 to 1 m. after
18, improvisatory solo in trumpet and trombone.
The stately hymn “Glory to God in the Highest” is at the core of Section B. It
opens with the harp, piano, and timpani strumming the downbeats (3/4, “in 1”) as the
cellos begin the first verse of the hymn, piano cantabile (Example 3.12). Soon the violas
join in with a countermelody and the violins take over the second verse, at 23.

Ex. 3.12a: Hymn “Glory to God in the Highest,” as transcribed by N. RimskyKorsakov.

Ex. 3.12b: Shchedrin, Concerto for Orchestra no. 5, 21–22, the first presentation
of “Glory to God” in cellos.
The hymn grows stronger with every verse, as if the traveler in the troika were
approaching a town square with a cathedral, just as the hymn and bell peals from the
tower were flooding the air with celebratory chanting. Stately chords in harp, piano, and
timpani expand to involve crotales, woodwinds, and low strings pizzicato, all in ff at 25.
The trumpet is next to sing a verse of the hymn, supported by an augmented version of
the melody in the violins. Rehearsal 29 demonstrates the mastery of the bell ringers with
a variety of peals in quarter notes. At first the peal maintains the intervallic structure of
the hymn, but soon starts to climb up in sequence (upper woodwinds). The horns and
strings remain static, as the timpani (the only percussion instrument in this episode) take
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center stage with a virtuoso pedal solo, which continues from five measures after 29 all
the way to rehearsal 31 (Example 3.13). In the meantime, the tuba plays an augmented
rendition of the hymn, supported by fanfares in trumpets and trombones.

Ex. 3.13: Shchedrin, Concerto for Orchestra no. 5, 5 mm. after 29 to 4 mm. after
30, timpani pedal solo.16
The fanfares build up the intensity and bring the first showcase of bells to a
thundering culmination before 31. In the following measure, all winds drop out and the
strings sustain an echo of their own overtones in subito p, sul ponticello. At this point,
our attention is captured by the battery of percussion instruments (chimes, crotales, bell
plates, gongs, and tam-tams) that begin to build another magnificent peal from piano to
the ffff culmination of the entire piece at 33. Gradually, the harp and piano return with
chiming ostinato patterns and strings switch from sul ponticello to trills to tremolo, as the
brass instruments blast a five-note motif derived from the hymn.
This final culmination dies away in a diminuendo almost as quickly as it had
gained all its power, and we return to a pp at 34, for the beginning of a condensed
recapitulation of Section A. While the echoes of the bell peal in percussion are dying
away in the background, the harp and piano return with the original troika ostinato, and
the woodwinds proceed to sing the melody of the opening. The recapitulation of the first
16

Even though the composer instructs to play the top line of the solo on a single drum using the pedal, the
range of the top line appears to exceed the range of the 26-ich timpano. The high G-natural in m. 4 before
30 may have to be played on the other drum, which is already tuned to G.
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and second thematic groups is combined into one, presented in layers: while the flutes,
clarinets, and bassoon (reinforced by the violas) are still playing the first melody, the tuba
and the low strings soli come in with their melody of “Not a White Birch Tree” just four
measures later, at eight after 34.
A transition to a more complete statement of the “Two Guitars” romance begins
at 39. It takes us through episodes of expressive, lush string writing, and soon the closing
accelerando poco a poco and crescendo begin their impatient race towards the finish line.
The concerto ends with an exciting spin on the refrain of the “Two Guitars,”17 and
another pedal glissando solo by the timpani, which precedes the three exclamation points
of tutti sfff chords for the curtain.

17

In performances of this romance, it is common to accelerando through the last refrain to the end. Charles
Aznavour’s 1995 performance at Carnegie Hall serves as a fine example:
https://youtu.be/BuVvQn_Qg3M?t=2m32s.
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CHAPTER FIVE
CLOSING THOUGHTS
Rodion Shchedrin’s five Concertos for Orchestra span over thirty years of his
creative life. They are a reflection of many of the most prominent features of the
composer’s style, from Russian folk music to twelve-tone, from chorales to pointillism.
Each individual concerto boasts a unique array of compositional techniques and
orchestral colors, while all five pieces share many unifying traits that make these
concertos unmistakably Shchedrinian.
All five concertos are based on Russian folklore, stemming from traditions both
ancient and relatively modern, from solemn prayers to street fair fun. Concertos nos. 1
and 3 are dedicated to portrayal of daily life events and simple festivities, which range
from the improvised, light-hearted street corner chastushka tournament of “Naughty
Limericks” to a depiction of a special occasion in the life of a small provincial town—the
arrival of a traveling circus in “Old Russian Circus Music.” Concertos nos. 2 and 4 go
back to the ancient roots of some of the most powerful traditions in Russian culture: the
art of bell ringing in “The Chimes,” and the pagan mysticism of enchanting khorovody in
“Roundelays.” Concerto no. 5, described by the composer as a ride in a troika through the
country’s vastness, appears to be an effective summary of all the genres and traditions
that Shchedrin has explored in greater detail in the previous concertos. The traveler in the
troika hears glimpses of shepherd’s pipe tunes, the strumming of the balalaika, the
singing of a glorification hymn, a gypsy romance, tolling of the bells, and simple dance
tunes. All these images come together as a powerful representation of the multifaceted
sonic landscape of the Russian countryside.
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Another unifying trend among the five concertos is their single-movement
structure, ranging in length from an eight- or ten-minute showpiece (Concertos nos. 1 and
2) to the twenty- or twenty-five-minute length of a small symphony. All five concertos
are through-composed, sometimes with recognizable features of ternary design or a series
of variations. The multitude of thematic elements is presented in kaleidoscopic manner,
with contrast being one of the main unifying forces of dramaturgy, similar to the
principle of montage in cinematic arts. While each concerto offers motifs that are
appreciatively memorable, the audience is unlikely to be humming any extended
melodies upon hearing these concertos. The processes of creating an atmosphere,
depicting a particular sonority, and evoking memories through the use of popular songs
seem to be of primary importance to the composer, over the traditional practice of
working with permutations of a single melody.
Shchedrin masterfully utilizes a wide variety of interesting performance
techniques for all instruments. The woodwinds must display mastery of all types of
standard articulations, including double- and triple-tonguing and flutter tongue. In
addition, there are performance directions to play on the reeds or mouthpieces (high,
squeaky sounds), as well as instructions to produce glissandos while playing the head
joint of the flute, changing the length of the pipe with one’s finger. The brass players use
mutes, though rather standard ones, and also clap their hands on the mouthpiece, inserted
into the instrument, for a popping sound. The army of percussion players called for in the
concertos grows stronger with every decade. Most of the instruments are used in
traditional, rather conservative, ways. It is the mastery of Shchedrin’s orchestrations that
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creates dozens of unique ways to jingle the bells on a horse-drawn carriage or depict the
bells of all sizes and peals of varying complexity.
The harp is used quite conservatively, except for its extended melodic
appearances in Concerto no. 4. The celesta (always played by the pianist) fulfills its bellringing and jingling duty. The harpsichord makes a prominent appearance in Concerto
no. 4 as one of the surrogates for the balalaika. The piano—Shchedrin’s own primary
instrument—is used in all five concertos. It wears many hats, from that of keyboard
percussion (in extremely high registers, quasi xylophone), to the reinforcing power
behind the bass line in dry, punchy chords. It also is intended as a conductor’s showcase
vehicle in Concerto no. 1, which suggests that conductors can themselves play an
extended solo episode in the middle of the piece, as well as the piano part in the supplied
encore. I was unable to find any record of a successful execution of this passage in this
manner. The piano in this concerto is prepared (with paper) and the part presents the
player with significant, almost soloistic, technical challenges.
The strings utilize all the extended techniques that have become standard over the
course of the twentieth century. These techniques, to name a few, include snap pizzicato,
playing behind the bridge, sul ponticello, tremolo and trill glissando, wide vibrato, col
legno, and even striking a foreign object with the stick of the bow. As for the special
effects, the violas are asked to sing (in Russian), and the brass players are instructed to
provide the actual applause, both in Concerto no. 3.
When it comes to individual solos, the brass players seem to carry most of the
burden of the responsibility. With the tuba being the only exception (it first appears only
in Concerto no. 3), every piece has a highly demanding, virtuoso solo for every brass
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instrument, especially the trumpet. The tuba is especially prominent in Concerto no. 3, in
military marches, as well as in Concerto no. 5, playing a soft, slow melody together with
the low strings.
Among percussion instruments, the snare drum and wooden spoons (can be
replaced by wood blocks) hold center stage in Concerto no. 1. Concerto no. 2 features a
set of Russian bells, and also offers several prominent timpani pedal solos, as does
Concerto no. 3. The percussion instruments, besides the aforementioned jingling of the
troika and bell ringing, also provide the invaluable support to military and circus
marches, and bring realistic pastoral elements to the scene, with bird whistles and cow
bells.
In the woodwind section, the flutes and piccolos enjoy the most attention. An
occasional clarinet solo, most often lyrical, appears from time to time, especially in the
later concertos. Concerto no. 3 offers a well-balanced display of each woodwind section,
as does Concerto no. 4 (though with shorter, motivic solos). Otherwise, the double reeds,
especially the bassoons, seem to be somewhat under-represented. There is a substantial
contrabassoon solo in Concerto no. 3. Concerto no. 1 also has a contrabassoon feature,
which, to be fair, is quite effective and humorous, but it is important to mention that the
part consists of literally two notes and only showcases the most caricatured characteristic
of the instrument’s tone.
The string instruments have to deal with nerve-racking solos from the last chairs
of each section, except for the cellos, in Concerto no. 1. Concertos nos. 2 and 4 seem to
focus on the string section as a whole, without highlighting any particular timbres: the
strings participate in the bell ringing sonorities with an abundance of pizzicatos and
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repeated patterns, and also create atmospheric shimmers with natural and artificial
harmonics and flautando. In Concerto no. 4, the first and second violins are given several
opportunities to shine, and in Concerto no. 5 the violas present some of the melodic
material. Overall, Concertos nos. 1 and 2 offer string parts that are quite accessible for
orchestras of varying levels of experience, and can be performed even by competitive
youth orchestras. With Concerto no. 3, the technical demands on the strings increase
dramatically; however, Concerto no. 4, with its focus on repetitive dance patterns and
sound effects, can also be managed, with adequate degree of preparation. The demands
on woodwind and especially brass players are a whole other story.
The process of studying these scores has been an exciting and rewarding
experience and I am eager to present orchestral music of Rodion Shchedrin to wider
audiences, with hopes that this paper may someday turn into a useful programming
reference source for my fellow conductors and will inspire more people to program
Shchedrin’s music. As I mentioned earlier, some of it is quite accessible for young
orchestras (though, regretfully, performance materials are very expensive to rent), and
most of it, I dare say, is interesting and worthy of introduction. Rodion Shchedrin’s five
Concertos for Orchestra feature a variety of compositional styles, forms, and textures,
from the straightforward popular showpiece format of “Naughty Limericks” to the
aleatoric single-subject etude of “The Peals,” from the Petrushkian balagan of “Old
Russian Circus Music” to the haunting shepherd’s tune of the recorder in “Roundelays,”
and to the jingling of the troika and head-spinning gypsy dance in “Four Russian Folk
Songs.” I believe this exploration of one composer’s approach to writing a concerto for
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orchestra will become an important step in documenting evolution and development of
this unique twentieth-century genre.

115

BIBLIOGRAPHY
Allison, John. “Shchedrin at 70.” Times (London), June 11, 2002.
http://search.proquest.com/docview/3186266?accountid=14963.
———. “Shchedrin: The Enchanted Wanderer; The Little Humpbacked Horse – four
fragments; Concerto for Orchestra No. 1, Mariinsky Chorus & Orchestra/Valery
Gergiev.” Classical-music.com: The official website of BBC Music Magazine,
January 20, 2012. http://www.classical-music.com/review/shchedrin-enchantedwanderer.
Aver’yanova, Olga. Russkaya muzika vtoroy poloviny XX veka: R. Shchedrin, E. Denisov,
A. Schnitke [Russian music of the second half of 20th century]. Moscow:
ROSMEN, 2004.
Bartig, Kevin. “Aaron Copland’s Soviet Diary (1960).” Notes 70, no. 4 (June 2014): 575–
96.
Clark, Andrew. “Rodion Shchedrin: Concertos for Orchestra 4 & 5.” FT.Com, May 08,
2010. http://search.proquest.com/docview/229293176?accountid=14963.
Demchenko, Aleksandr. Tvorchestvo R. K. Shchedrina [Creative Life of R. K. Shedrin].
Saratov: Saratov State Conservatory Publishing, 2012.
Eisenstein, Sergei. “Montage 1938.” In Towards a Theory of Montage, vol. 2 of Sergei
Eisenstein: Collected Works, edited by Richard Taylor. London: I. B. Tauris,
2010.
Frolova-Walker, Marina. Russian Music and Nationalism: From Glinka to Stalin. New
Haven: Yale University Press, 2007.
Gold, Allan R. “Art Finds a Way at Soviet-American Festival.” New York Times, March
10, 1988. https://nyti.ms/2jSyqbk.
Gramophone. “Shchedrin Old Russian Circus Music; Symphony No. 2. BBC
Philharmonic Orchestra/Sinaisky.” September 1997.
http://www.gramophone.co.uk/review/shchedrin-old-russian-circusmusicsymphony-no-2.
Hansen, Lawrence. “Guide to Records: Shchedrin, Carmen Ballet; Concertos for
Orchestra 1+2; Russian National Orchestra/Mikhail Pletnev.” American Record
Guide 65, no. 2 (Mar/Apr 2002): 160–61.
Kennan, Kent, and Donald Grantham. The Technique of Orchestration. Upper Saddle
River, NJ: Prentice Hall, 1997.

116

Kholopova, Valentina. Put’ po tsentru: Kompozitor Rodion Shchedrin [Path through the
center: composer Rodion Shchedrin]. Moscow: Kompozitor, 2000.
Komissinsky, Victor. O dramaturgicheskih printsipah tvorchestva R. Shchedrina
[Principles of dramaturgy in music of R. Shchedrin]. Moscow: Sovetskiy
Kompozitor, 1978.
Kozinn, Alan. “Every Instrument Has the Spotlight: The New York Philharmonic at
Avery Fisher Hall.” New York Times, April 27, 2012. http://nyti.ms/1TboXSY.
Kurlenya, Konstantin. “Diffuziya zhanrov kak factor obnovleniya stilya v
simfonicheskoy muzike R. Shchedrina” [“Genre diffusion as a style rejuvenating
factor in symphonic music of R. Shchedrin”]. PhD diss., Russian Scientific
Research Institute of Art History, Moscow, 1989.
Lebrecht, Norman. The Complete Companion to 20th-Century Music. London: Simon &
Schuster, 2000.
Lehman, Mark L. “Guide to Records: Shchedrin, Lolita Serenade; Anna Karenina;
Orchestra Concerto 1; 2 Tangos; Pittsburgh Symphony/Mariss Jansons.”
American Record Guide 66, no. 1 (Jan/Feb 2003): 184–85.
Likhacheva, Irina. 24 prelyudii i fugi R. Shchedrina [24 preludes and fugues of R.
Shchedrin]. Moscow: Izdatelstvo Musyka, 1975.
———. Muzikalniy teatr Rodiona Shchedrina [Musical Theater of Rodion Shchedrin].
Moscow: Sovetskiy Kompozitor, 1977.
———. “Polifoniya v tvorchestve Rodiona Shchedrina” [“Polyphony in the music of
Rodion Shchedrin”]. PhD diss., Moscow State Conservatory, 1973.
Lindeman, Stephan D. The Concerto: A Research and Information Guide. New York:
Routledge, 2006. http://site.ebrary.com/id/10154392.
McDonald, Calum. “Evgeny Svetlanov conducts Shchedrin; Piano Concerto No. 2 etc.,
USSR Symphony Orchestra/Svetlanov.” Classical-music.com: The Official
Website of BBC Music Magazine, January 20, 2012. http://www.classicalmusic.com/review/evgeny-svetlanov-conducts-shchedrin.
Moore, David W. “Guide to Records: Shchedrin, Old Russian Circus Music; Symphony
2; BBC Philharmonic/Vassily Sinaisky.” American Record Guide 61, no. 2
(Mar/Apr 1998): 203.
Nice, David. “Shchedrin – Concertos for Orchestra Nos. 4 & 5, Bournemouth SO/Kirill
Karabits.” Classical-music.com: The official website of BBC Music Magazine,

117

January 20, 2012. http://www.classical-music.com/review/shchedrin-concertosorchestra-nos-4-5.
Ottaway, Hugh. Review of the recording of Concerto for Orchestra (Merry Ditties) by
Shchedrin. Moscow Radio Symphony Orchestra, Rozhdestvensky. Musical Times
111, no. 1528 (June 1970): 616–17.
Patriarchate of Moscow. Typikon for Church Ringing. Translated by Blagovest Bells.
Moscow: Editorial Board of the Russian Orthodox Church, 2002.
Pettitt, Stephen. “Shchedrin: Carmen Suite; Concerto for Orchestra No. 1 (Naughty
Limericks); Concerto for Orchestra No. 2 (The Chimes), Russian National
Orchestra/Mikhail Pletnev.” Classical-music.com: The official website of BBC
Music Magazine, January 20, 2012. http://www.classicalmusic.com/review/shchedrin.
Philip, Robert. Performing Music in the Age of Recording. New Haven: Yale University
Press, 2004.
Pirie, Peter J. Review of “The Chimes for Orchestra” by Rodion Shchedrin, study score.
Musical Times 111, no. 1533 (November, 1970).
Platek, Yakov, ed. Monologi raznih let: Rodion Shchedrin [Monologues from different
years: Rodion Shchedrin]. Moscow: Kompozitor, 2002.
Polin, Claire. “Conversations in Leningrad, 1988.” Tempo, no. 168 (March 1989): 15–20.
Polonskiy, Oleg. “A History of Bells and Bell-Ringing.” Village Old Kirkino, July 19,
2008. http://old.kirkino.ru/index.php?cat=10&doc=93.
Prokhorova, Irina. Rodion Shchedrin: nachalo puti [Rodion Shchedrin: beginning of the
way]. Moscow: Sovetskiy Kompozitor, 1989.
Radice, Mark. Concert Music of the Twentieth Century: Its Personalities, Institutions,
and Techniques. Upper Saddle River, NJ: Prentice Hall, 2003.
Rimsky-Korsakov, Nikolai, ed. Sto russkih narodnyh pesen dlya golosa i fortepiano [One
hundred Russian folk songs for voice and piano]. Moscow: State Music
Publishing, 1951.
Rimsky-Korsakow, Nicolas. Principles of Orchestration. Edited by Maximilian
Steinberg. Translated by Edward Agate. New York: Edwin F. Kalmus, 1933.
Roeder, Michael T. A History of the Concerto. Portland, OR: Amadeus Press, 1994.

118

Rye, Matthew. “Shchedrin: Old Russian Circus Music; Symphony No. 2. BBC
Philharmonic/Vassily Sinaisky.” Classical-music.com: The official website of
BBC Music Magazine, January 20, 2012. http://www.classicalmusic.com/review/shchedrin-2.
Schmelz, Peter J. Such Freedom, If Only Musical: Unofficial Soviet Music during the
Thaw. New York: Oxford University Press, 2009.
Schwarz, Boris. “Soviet Music since the Second World War.” Musical Quarterly 51, no.
1 (1965): 259–81. http://jstor.org/stable/740904.
Schwartz, Elliott, and Daniel Godfrey. Music since 1945: Issues, Materials, and
Literature. New York: Schirmer Books, 1993.
Scott, Michael. “Composer Plays for Change.” Vancouver Sun, February 17, 1990.
http://search.proquest.com/docview/243517095?accountid=14963.
Shchedrin, Rodion. Autobiographical Memories. Translated by Anthony Phillips. Mainz:
Schott Music GmbH & Co. KG, 2012.
———. Avtobiograficheskie zapisi [Autobiographical notes]. Moscow: ACT, 2008.
———. Four Russian Songs: 5th Concerto for Orchestra. Mainz: Schott, 1998.
———. Khorovody (Roundelays): 4th Concerto for Orchestra. Mainz: Kompositor
International, 1995.
———. Carmen Suite/Concerto for Orchestra, “Naughty Limerics.” Ukranian State
Symphony Orchestra. Theodore Kuchar. Recorded April 1994. Naxos 8.553038,
compact disc.
———. Carmen Suite/Concertos for Orchestra Nos. 1 – Naughty Limericks, & 2 – The
Chimes. Russian National Orchestra. Mikhail Pletnev. Recorded August 2001.
Deutsche Grammophon 471 136-2, compact disc.
———. Concertos for Orchestra Nos. 4 and 5/Khrustal’niye Gusli. Bournemouth
Symphony Orchestra. Kirill Karabits. Recorded July 2009. Naxos 8.572405,
compact disc.
———. Symphony No. 2/Old Russian Circus Music (Concerto for Orchestra No. 3).
BBC Philharmonic Orchestra. Vassily Sinaisky. Recorded September 1997.
Chandos 9552, compact disc.
———. Old Russian Circus Music: 3. Concerto for Symphony Orchestra. Mainz: Schott,
1994.

119

———. Ozornie chastushki (Naughty Limericks): First Concerto for Orchestra.
Moscow: Muzyka, 1988.
———. Zvony (Peals): Second Concerto for Full Symphony Orchestra. Moscow: Soviet
Composer, 1972.
Sinelnikova, Olga. Princip montazha v instrumental’noy muzike Rodiona Shchedrina
[Principle of montage in instrumental music of Rodion Shchedrin]. Kemerovo:
Kemerovo State University of Culture and Arts Publishing, 2013.
———. Rodion Shchedrin: konstanty i metamorfozy stilya [Rodion Shchedrin: constants
and metamorphosis of style]. Kemerovo: Kemerovo State University of Culture
and Arts Publishing, 2013.
———. “Rodion Shchedrin: polistilistika i avtorskiy stil’” [Rodion Shchedrin:
polystylism and author’s style]. Muzykalnaya Akademiya 4, (2012).
Sladkova, Nina, ed. Rodion Shchedrin: notograficheskiy spravochnik [Rodion Shchedrin:
notographic handbook]. Moscow: Sovetskiy Kompozitor, 1986.
Stravinsky, Igor. Petroushka: A Burlesque in Four Scenes. E. F. Kalmus, 1960.
———. The Rite of Spring. Dover Publications, 1989.
Stuhr-Rommereim, John, and Rodion Shchedrin. “An Interview with Rodion Shchedrin.”
The Choral Journal 32, no. 9 (1992): 7–13. http://jstor.org/stable/23548020.
Tarakanov, Mikhail. Tvorchestvo Rodiona Shchedrina [The creative process of Rodion
Shchedrin]. Moscow: Sovetskiy Kompozitor, 1980.
Taruskin, Richard. On Russian Music. Berkeley: University of California Press, 2009.
———. Stravinsky and the Russian Traditions: A Biography of the Works through
“Mavra.” Vol. 1. Berkeley: University of California Press, 1996.
Tippett, Michael. “Michael Tippett.” In The Orchestral Composer’s Point of View:
Essays on Twentieth-Century Music by Those Who Wrote It, edited by Robert
Stephan Hines, 203–19. Norman: University of Oklahoma Press, 1970.
Vinton, John. “For Jan LaRue: The Concerto for Orchestra.” Notes 30, no. 1 (1973): 15–
23. http://www.jstor.org/stable/896020.
Vlasova, Ekaterina, ed. Rodion Shchedrin: materialy k tvorcheskoy biografii [Rodion
Shchedrin: materials for a creative biography]. Moscow: Izdatel’skiy Dom
Kompozitor, 2007.

120

APPENDICES
Appendices 1 and 2 summarize the range requirements, technical demands, and
the level of involvement for every instrument called for in Concertos for Orchestra no. 1
(Appendix 1) and no. 2 (Appendix 2). Range requirements for percussion, keyboard, and
string instruments, including the harp, have been omitted, because the pitch ranges of
these instruments are not considered an immediate reflection of the difficulty level and
technical demands placed on a part, whereas extending a wind instrument’s tessitura by a
single step in either direction may place the part in a higher skillset category—or even
require the use of a different instrument. Therefore, I am going to assume that all the
string players, for whom these pieces may be considered appropriate, have good
command of the entire fingerboard, without providing a precise note-to-note range for
every part. For the woodwind and brass instruments, on the other hand, each individual
part range requirements have been outlined, with additional notes, when necessary.
“The Chimes” is dedicated to exploring a single type of sonority—in a way, it is a
process piece where every instrument in the orchestra is playing a vital role on the
imaginary bell tower. Certain groups depict the moment when the clapper strikes the bell,
while others produce layers of overtones and allow the bell to ring, or become
responsible for maintaining stable rhythmic organization of a peal. Instrument
combinations change, certainly, and parts move from one task to the next; however, if
compared to “Naughty Limericks,” “The Chimes” appears to be more static, homogenous
in its bell-related sound effects. It deliberately abandons the concept of melody. In this
case, the information on performance techniques and prominent solos and textures fits
snugly into the table, along with part range requirements.
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“Naughty Limericks,” as a classic showpiece, boasts a quick-paced dramatic
organization. It is full of catchy tunes, and offers an abundance of solos that replace one
another with the speed of lightning. This gleeful commotion is comprised of a great
number of details that deserve a mention, which made the table format appear too
crowded. Therefore, for “Naughty Limericks,” the information about performance
techniques and prominent solos was extracted from the table and organized into sections
that correspond with formal organization of the piece.
It is important to mention that in my analysis I have omitted all performance
directions and score indications that are considered standard. This definitely is a highly
subjective judgement call, though I believe it is not impossible to imagine a tool box for
globally accepted symphonic standards. Standard orchestral repertoire is still deeply
rooted in the nineteenth century, so we are going to expect our timpanists to roll, but not
to play double-stops and three-note chords. None of the standard gradations of the
dynamic scale or methods of articulation are going to be listed here, unless they are
associated with challenging tessitura and/or may present significant technical difficulties.
I erred on the side of “the more the merrier,” hence an omission of an interesting sound
effect is highly unlikely. I trust that my readers will forgive the subjective limitations of
my analytical decisions in case of an interpretative discrepancy.
Appendix 3 provides instrumentation lists for Concertos for Orchestra nos. 3–5,
and Appendix 4 is a list of all the performance directions in Russian that can be found in
the five concerto scores (especially the first two pieces, published in Russia,) translated
into English.
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APPENDIX 1
Concerto for Orchestra no. 1: Analysis of Performing Demands
Concerto for Orchestra no. 1 “Perky Chastushki”
Moscow: “Muzyka,” 1988 (full score)
Timpani
 the score calls for four drums, 29, 26, 23, and 20 inches;
 timpani accentuate many secco chords, often doubling the pitches of the 4th
trombone;
 35 through 36—continuous quarter notes, with cymbal and bassoons, interspersed
with rests in accordance with changes in bassoons’ pitch pattern; the composer
insists on the pitch of A₃, in the right octave, and instructs to rest in case the 20inch drum is not available;




43—arpeggiating a B♭maj7 chord, sff non f, ma ben molto articulato, using the
rhythmic pattern of the two trumpets and some of the pitches from the 3rd and 4th
trombone lines;
in rhythmic unison with tutti orchestra throughout the coda, but does not play the
last note.

Percussion
The composer does not provide a part assignment for the percussion forces. I
propose the following arrangement:
Player I: wooden spoons, suspended cymbal (playing both at the same time in 12)
Player II: crotales, suspended cymbal, wooden spoons (doubling the solo in 42)
Player III: snare drum
Player IV: frusta, bass drum, tam-tam, wooden spoons (doubling in the coda, a
quick change to bass drum for the last note)
 wooden spoons are prominent in 12 (with suspended cymbal/brush) and in 15–16;
extended; virtuoso solo in 42, à2; the composer allows the part to be played on
woodblocks, if there is no skillful spoons player available;
 crotales are played with a triangle beater (suspended) in 2 and 44, and ordinario
(against each other) in other instances, most often in context of sff secco chords;
 the frusta enhances the crispness of sff secco chords at 19, 22, and 34;
 the snare drum is the most prominent percussion instrument, the engine that
ensures the continuity and steadiness of the forward motion and binds together all
the bits and pieces of flashy solos and changes in texture; it is played primarily
with brushes, in a jazzy ostinato type of accompaniment, and occasionally with
sticks; light taps on the rim at 23, and rim shots in coda;
 the cymbal is played suspended, with brushes, through the piece, and scraped with
a nail on the last note;
 the bass drum only plays the last note;
 the tam-tam is struck with a timpani mallet on one occasion (to accentuate the end
of the spoons solo at 43), and is quite prominent in five before 26, played with a
triangle beater, which produces an effect of a cracked ride cymbal.
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Piano
The piano often contributes to the tutti sff secco chords with clusters in high
register. It also imitates the balalaika, prepared with paper, in both an accompaniment
role (oompah-pahs) in 23–26, and in a lead role 35–39, with running eighth notes in the
right hand only. In 33, it adds definition to the bass line of 4th trombone, doubling the
single notes with left hand only, ff ben marcato. Finally, it participates in one of the final
statements of a theme in four after 44 to 50, playing in octaves, in unison with the
woodwinds.
The composer gives an option to prepare the piano with a triangle, placed on the
strings, instead of paper. I suspect that even though a triangle will make the sound
significantly louder, it may also bounce around too much, altering the tone quality of the
preparation, so it might be necessary to come up with a way to restrict its range of
motion.
Harp
The harp part is quite demanding, with several virtuoso passages of arpeggios in
eighth notes (at half note equals 144bpm), doubling the clarinet solo at 2 and 4, and the
flute solo at three before 44. Another high-speed chase commences at three before 12,
where the harp arpeggiates the pitches of a repeated A major chord in woodwinds, and in
51 it shadows the ascending chromatic cluster in woodwinds, with triplets.
The harp also plays clusters “near sound board” at 6, and navigates a rapid
succession of chords in one before 14, accompanying the woodwind chatter in triplets. At
29 it doubles eighth-note strumming pizzicato in strings, and produces only one
characteristic splashing glissando the harp is famous for, in 38, along with a glissando in
the upper strings.
Strings
The strings are placed in a relatively conventional (by professional standards)
range. Violins occasionally climb extremely high, but most often for special effects, and
repetitive, static patterns. Violas inhabit the treble clef and get stuck in the seventh
position for the entirety of the coda, though the pattern that their part is responsible for
only consists of two notes, it does not change, and is not difficult to execute. Cellos spend
significant amount of time in tenor clef, with technically challenging passages, and also
get to explore the treble clef, along with the basses, in 23. However, this passage depicts
a strumming balalaika, and requires repetition of a single note (basses), or a perfect fifth
(cellos), which makes execution of the high notes significantly less challenging.
There are multiple soli sections, as well as solos from every string group. The
piece opens with a viola/cello solo glissando, and continues with two solo basses trading
jazzy walking pizzicato quarters from the beginning to 7, the rest of the bass section
joining in only in louder dynamics. The basses pizzicato, along with the snare drum,
constitute the core of the “band,” and appear to be the busiest string section with very few
resting opportunities. We hear expressive and humorous solos from the last chairs of first
and second violins and violas, and from the first chair of basses, in 19–25.
The strings are responsible for presenting and promoting the only lyrical theme in
the collection of motifs presented in the piece, the augmented version of chastushka
Vatalinka (Theme 9). Violins and violas first introduce it at 8, and by the end of the
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piece, starting at 35, the theme grows from a delicate pp cantabile dolce in violins into a
full-bodied, triumphant celebration, with all the strings (except for basses) playing ff in
octave unisons. Violas also enjoy a brief soli lyrical interlude at 31, f pieno voce
espressivo.
Interesting and prominent extended techniques include basses with pizzicato
glissando at 12, and ricochet in the upper strings at 13. At 14, the second violins and
violas are asked to tap “the wood of the music stand” with the stick of their bows (a
challenge in our age of plastic and metal everything). At 26, the entire string section is
playing col legno, with only the first two stands of the first violins playing arco staccato,
to equip the sound effect with an identifiable pitch. At 19, the basses engage in a
conversation with the 4th trombone, scratching out sul ponticello downbeats that the
trombone promptly replies to with a roaring sf low B-flat. Multiple voice divisi only
concern first and second violins, who divide by stand, à7 and à6, correspondingly, to
form a 12-pitch chromatic cluster (23, 25), or to stagger entrances of a repetitive pattern
(29).
Concerto for Orchestra no. 1 “Naughty Limericks,” part ranges.
Instrument(s)
Picc*

Part Range(s)

Instrument(s)
F Hn I, II

Part Range(s)

I:
Fl I, II

F Hn III, IV

Ob I, II

B♭ Tpt I, II***

Ehn

B♭ Tpt III, IV

B♭ Cl I, II

Tbn I, II

B♭ BCl
= Cl III

Tbn III, IV
BCl:

Bn I, II
Both:
Cbn**

II:

III:

IV:

I:

II:

Cl III:
* the high B-natural in piccolo part appears only once, as the very last
note of the piece; can be taken down an octave if too difficult;
** the contrabassoon essentially plays only one note, the low C-natural,
for its solo; the low B-natural is the last note of the piece;
*** the composer allows the first trumpet player to use a piccolo
trumpet for extended periods of high tessitura.

A Quick Summary
Section One
At the beginning, woodwinds dominate. Brass instruments enter the scene shortly
before 5 (all previous horn solos blend into the woodwind textures and do not stand out
as uniquely “brass”). Upper strings take over at 8 with a lush, legato melody, supported
by trio of clarinets in unison. A light and short, bouncy leggierissimo in strings with bass
pizzicato, cymbals, and spoons, floats into a lyrical flute solo, followed by a double-reed
quartet. The trumpet quartet with spoons and a brief response from trombone quartet with
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timpani pass the baton to first and second violins with running eighth notes spiccato
piano in unison, over unceasing pizzicato in low strings.
Prominent textures/solos
Flute (mm. 4, 6 mm. before 3, 2 mm. before 5, also 6, and 3 mm. after 13);
Horn (1, 3, 3 mm. before 5, 5 mm. after 7, 6 mm. before 8);
Three clarinets (4 mm. before 8);
Piccolo (2 mm. after 1, 2 mm. after 3);
Trumpet (3 mm. before 5, 7);
Two oboes with bassoons (14);
Four horns (5);
Four trumpets (15);
Four trombones and timpani (2 mm. before 16);
Techniques used, including extended
Strings: double-basses pizzicato (throughout the section), pizzicato glissando;
upper strings muted, sul G, at the tip, ricochet, spiccato; tapping music stands with bows;
Brass: muted; rapid glissando in horn (upbeat to 1 m. before 14)
Percussion: snare drum with brushes (throughout, with brief interruptions),
crotales with triangle beater (2), wooden spoons (12, 15), cymbals with brushes (12).
Section Two
Section 2 is a true brass showcase, with extensive and challenging solos for first
trumpet, first trombone, and first horn. There are inventive accompaniment solutions for
trombone quartet with double-basses sul ponticello, and bassoons with contrabassoon.
Supporting melodic lines are given to last chairs in every string section except for cellos
and basses (first bass takes the solo). There is effective use of one-finger tremolo (or wide
vibrato) in upper strings in context of a cluster (extensive divisi).
Prominent textures/solos
Trombone quartet accompaniment (19);
Trumpet solo (4 mm. before 20);
Last chair first violin solo (4 mm. before 20);
Trombone solo (4 mm. after 21);
Last chair second violin solo (5 mm. after 21);
Upper woodwinds interlude (4 mm. before 23);
Piano prepared with paper (23);
Upper strings divided into a cluster, wide vibrato (23);
Trumpet/trombone duet (25);
Contrabassoon (5 mm. after 23).
Techniques used, including extended
Brass: horns, clapping the mouthpiece with the palm of their hand (19); trumpet,
horns muted;
Strings: double-basses sul ponticello (2 mm. after 19); one-finger tremolo (wide
vibrato) (23); col legno, pizzicato;
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Percussion: tam-tam with triangle beater (5 mm. before 26).
Section Three
Section three gives the strings an opportunity to not only show off some of the
less frequently explored ranges and techniques, but also to engage in dialogues with other
sections of the orchestra. It allows listeners to make note of “pure” timbres and point out
distinct characteristics of the sound of each family of instruments, woodwinds, brass, and
strings, as they speak one after the other, in quick succession.
Prominent textures/solos
Violins: high range glissando staccato, divisi à7, staggered by a quarter note (29);
Extremely low horn (6 mm. before 30);
Bass clarinet against violas soli and solo trumpet (31–32).
Techniques used, including extended
Strings: strumming pizzicato (29), detaché (30), left hand pizzicato, open strings
(33);
Brass: trumpets and trombones, bells up (34).
Sections Four and Five
Section four is the last moment of calm before the storm of a multi-layered
section 5 and an explosive coda. First and second violins sing Theme 9, pianissimo
cantabile, dolce, with a delicate accompaniment of clarinets, bassoons, pianissimo
percussion, and pizzicato in the rest of the string section. Prepared piano weaves an
intricate lace of passagework, right hand only. Soon the texture thickens, Theme 9, taken
up an octave, is now doubled in some of the woodwinds, with brass maintaining the
quarter-note pulse, other woodwinds join the piano, and cellos and bassoon pit their own
version of Theme 9 against the rest of the orchestra. Theme 9 appears in augmentation
with octave displacement, layered against harmonica-like accompaniment in brass and
Theme 4 in woodwinds. Section 5 is a series of statements of Theme 10 in brass, in a
variety of shapes and forms: these include stretto, in augmentation, in diminution, and
close to its original form, all layered with reiterations of Theme 4 in woodwinds and
Theme 9 in strings.
Prominent textures/solos
Prepared piano (3 mm. after 35);
Violins sul G, cantabile dolce (2 mm. after 35);
Three sections of the orchestra, woodwinds, brass, and strings, simultaneously
playing three distinctly different types of melodic/accompaniment
material, equally prominent (37, 38, 44);
Wooden spoons solo (42).
Techniques used, including extended
Strings: sul G, pizzicato;
Piano: prepared with paper;
Percussion: suspended cymbal scraped with a nail (last note).
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APPENDIX 2
Concerto for Orchestra no. 2: Analysis of Performing Demands
Concerto for Orchestra no. 2 “The Chimes”
Moscow: “Soviet Composer,” 1972 (full score)
Timpani
 the score calls for four drums, 32, 29, 26, and 24 inches;
 the two prominent (identical) solos, at 2 and 21 are marked ff rapido, ma ben
molto articolato. Both are free, not conducted, played over a fermata in the rest of
the orchestra, and end with a pedal glissando spanning the range of at least two
drums;
 a sff secco double-stop of a m2 accentuates the beginning of 7;
 in 15, timpani joins the continuous, agitated sixteenth-note run in strings with two
brief, but effective episodes, shadowing the intervallic structure of the double
basses; similarly, in 19, the timpani enters together with the strings, with sixteenth
notes, going through all four pitches of divided cellos and basses in one measure.
Percussion
Player I: four triangles of different sizes, crotales, three cowbells of different sizes
Player II: suspended cymbal, sleighbells, pistola (or frusta), tam-tam
Player III: chimes
Player IV: five Russian bells
(pitches approximate)









Russian bells play a very prominent role in the piece, with two idiomatic solos in
the introduction (mm. 2–5) and with representation of the sound of the alarm bell
(nabat) in 12–16; at the end of the piece, the Russian bells repeat their opening
solo, once, and proceed to ring the funeral peal, starting in 21;
chimes enter with a glissando prestissimo (entire range), which is very powerful
in combination with a cluster in all brass instruments, sfff non diminuendo (1 m.
before 1, 1 m. before 21); chimes also provide a sixteenth-note ostinato pulse for
the woodwinds in 8; starting at 17, the part turns virtuoso, as the chimes join the
woodwinds and brass playing short, disjointed motifs of sixteenth notes, at a brisk
tempo, growing from piano leggiero, accompagnando to forte;
the accord of four triangles is featured in soft, delicate passages at the beginning
and at the end of the piece; the aleatoric layering of the peal at 6 uses three of the
triangles as a desktop bell tower, with a three-part rhythmic pattern;
the sleighbells are used in an unorthodox manner and, surprisingly, evoke no
wintery images or associations with horse carriages; it sounds more like crickets
at night, when rattled very softly (possibly muted with a cloth), at 2;
the suspended cymbal is to be played with a soft mallet, the crotales with a
triangle beater;
the pistola fires in the penultimate measure; it can be replaced with a frusta
(doubled), though there is danger that in this case the gunshot may not be
powerful enough to make the right impression.
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Piano/celeste (one player)
The piano comes in as a part of the first metrically organized peal in 3, striking a
cluster of four strings in the C₁ register with a metal stick (con bacchetta di ferro sulle
corde), with the sustain pedal depressed throughout, letting the sound ring. On recordings
that I was able to obtain, the pianists seem to be using a metal stick of some sort, possibly
a triangle beater, to strum the strings, even though no arpeggiato direction is given. It
might be worth investigating the effectiveness of a pair of large metal glockenspiel
mallets, striking all four strings (two and two) simultaneously. The piano is playing with
four soli cellos and two soli basses, divisi pizzicato, and matching the articulation of this
cluster may help to achieve more of a bell-like sound for this sonority.
The celeste enters the scene at 6, adding a layer to the peal pre-established by the
low strings, playing an ostinato of two alternating intervals along with the three triangles.
The piano returns in 16 to emphasize the sff secco attack of the cluster that the
four trombones will proceed to sustain for two to five beats. Shortly before 18, the piano
joins the woodwinds, brass, and chimes in sixteenth-note acrobatics, blurting out
disjointed motifs in treble register of the instrument.
Strings
All strings utilize a relatively conservative range, though cellos do spend a
significant amount of time in tenor clef. Violas do not use the treble clef, and first and
second violins only seem to be approaching the edge of the fingerboard playing special
effects: glissandos, squeaky tremolos, or repetitive aleatoric ostinatos. Otherwise, all
more or less melodic and/or technically challenging material does not venture too far
outside the comfort zone. The composer calls for at least two five-string double basses,
but a closer look at the score tells us that instruments with C extensions will suffice, since
the part never goes below the C₂ (written).
The string instruments are featured in three prominent types of roles. The first role
is associated directly with the bells. The strings provide continuity to the reverberations
of some of the bell strokes by sustaining chromatic clusters, pp senza vibrato (2, 21–24),
or inconspicuously shifting the harmonic filed of a bell peal, awakening new overtones,
by sliding clusters up and down the fingerboard in pppp glissando lento, with quarternote trills (4). On the other hand, the string instruments, especially cellos and basses
(thanks to the length, thickness, and resonating power of their strings), also play the bells
themselves, with pizzicato chords on strong beats that set the pulse for further
subdivisions of the beat in other voices (3–7).
The second type of activity enhances the dramatic elements of the texture with
loud, rapid tremolo, glissando shrieks, and secco, punching chords (7, 10–12). Last but
not least, the strings do get to showcase the expressive capabilities and richness of their
tone in ff legato, espressivo (1, 8, 12, 19) as well as their technical agility, with running
sixteenth-notes (14–15).
Performance directions and special effects
Violins: ricochet glissando, glissando tremolo, glissando lento and trilling
glissando sulla corda, divisi à8, à4, left hand pizzicato, snap pizzicato, sul ponticello;
Viola: divisi à3, ricochet glissando, glissando tremolo, sul ponticello;
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Cello: divisi à3, à5, à8, snap pizzicato, glissando vibrato (wide vibrato), glissando
tremolo, peg glissando (unwinding the string), sul ponticello;
Bass: use of the C extension, snap pizzicato, glissando vibrato, peg glissando,
divisi à4, à8.
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Concerto for Orchestra no. 2 “The Chimes,” part ranges (written pitch) and technical
demands for the woodwind and brass instruments.
Instrument(s)
Picc I

Part Range(s)

Picc II
= Fl III
Picc II:

Performance Directions
Piccolos and all flutes:
triple-tonguing, frullato,
tremolo staccato (non
frullato);
Flutes: pp staccatissimo
(high register).

Notes
Picc I and Fl I are featured in the
opening presentation of the row, both
solo. At 5, all four flutes add to the peal
a distinct layer of sparkling sixteenth
notes.

pp staccatissimo in low
register; extended periods
of fff staccatissimo in
extremely high register (F₆
and G₆), frullato, tremolo
staccato (non frullato).
pp staccatissimo, extended
periods of fff in high
register and fast tempo,
frullato, tremolo staccato
(non frullato).
Bass: sffpp, pp morendo,
very low register;
Clarinets: pp staccatissimo,
frullato.

Never featured independently; begin the
recapitulation of the row in 19, though
doubled by the violins.

pp/ff/fff staccatissimo,
secco.

First play in 7, last play in 19, never
featured independently.

All: cardboard mutes,
stopped
I, III: trills, tremolo
staccato non frullato
All: fff marcatissimo
double-tonguing (fast),
quasi glissando staccato.

An athletic episode at 7, with trumpets
(fff marcatissimo, double-tonguing); an
exposed quasi glissando staccato at 11
(one measure).

All: cardboard and metal
mutes; extremes of range
and dynamics; complex
rhythms; double and tripletonguing; trills.

All four parts are very demanding.
Participate in a pointillistic presentation
of the row in 6, with trombones; 9—
extreme rhythmic complexity; 16
through 18—an endurance quest, which
culminates at the very top of the
register; rhythmically challenging. The
funeral choral at 23 to the end (muted,
with trombones).
Highlight the bottom register of the
brass section before 3; participate in a
pointilistic presentation of the row in 6,
with trumpets; 9—extreme rhythmic
complexity; occasional dramatic
accents, as a quartet (sff secco in 11,
sustained clusters in 16). The funeral
choral at 23 to the end (muted, with
trumpets).

Fl III:

Fl I, II

Ob I, II

B♭ Cl I, II

B♭ BCl I
= Cl III
BCl I:

Cl III:

Bass clarinets complement flutes and
the other clarinets in pp sustained notes
(2 and 21). The four clarinets stand out
at 3 as the most agitated layer of the
peal.

B♭ BCl II
= Cl IV
BCl II:

Cl IV:

Bn I, II
I:

II:

F Hn I, II

F Hn III, IV

III:

IV:

B♭ Tpt I, II
B♭ Tpt III, IV

Tbn I, II
I:
Tbn III, IV
(basses)

II:

All: cardboard and metal
mutes; ff/sff staccatissimo;
secco; pp morendo, poco
portamento; complex
rhythms;
I: solo—long glissando
pppp morendo on one
breath.
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APPENDIX 3
Instrumentation Lists for Concertos for Orchestra nos. 3–5
Concerto for Orchestra no. 3 “Old Russian Circus Music”
Mainz: Schott, 1994 (full score)
Instrumentation
4 Flutes (3.4. also 1.2. Piccolos)
2 Oboes
English horn
4 Clarinets in A
2 Bassoons
Contrabassoon
4 Horns in F
3 Trumpets in B-flat
3 Trombones
Tuba
Timpani
Percussion I: piccolo snare drum, crotales, shaker, cupbell, small guiro, claves, whistle.
Percussion II: snare drum, hi-hat, 2 bongos (soprano and alto), crotales, medium guiro,
bell plate.
Percussion III: sleighbells (small), 2 tom-toms (alto and tenor), hi-hat, 4 temple blocks,
shaker, maracas, flexatone, glockenspiel.
Percussion IV: sleighbells (medium), cymbals, glass chimes, 4 bongos, bird whistle.
Percussion V: cymbals, bass drum, 4 tom-toms, suspended cymbal, bell plate, tam-tam.
Piano (also celesta)
Violin I (16)
Violin II (14)
Viola (12)
Violoncello (10)
Double bass (8)

132

Concerto for Orchestra no. 4 “Roundelays”
Mainz: Kompositor International, 1995 (full score)
Instrumentation
4 Flutes (2.3. also Piccolo, 4. also Alto Flute)
Alto Recorder
2 Oboes
English horn
3 Clarinets in B-flat (2. also E-flat, 3. also Bass Clarinet)
3 Bassoons
4 Horns in F
3 Trumpets in B-flat (1. also Piccolo in B-flat)
3 Trombones
Tuba
Timpani (also whistle)
Percussion I: crotales, 2 field drums, piccolo snare drum, marimba (or xylophone), 4
small cowbells, 6 cupbells, small guiro, wind chimes.
Percussion II: shaker, chimes, 4 champagne glasses, wind chimes, crotales, 4 small
bongos, maracas, 4 small cowbells.
Percussion III: sleighbells, snare drum, wooden wind chimes, chimes, Russian wooden
spoons (or claves), small guiro.
Percussion IV: glass chimes, bass drum, shaker, piccolo snare drum, 5 small gongs,
sleighbells, 4 regular bongos, vibraphone.
Percussion V: 4 regular bongos, vibraphone, shaker.
Harp
Harpsichord
Celesta (also Piano)
Violin I (16)
Violin II (14)
Viola (12)
Violoncello (10)
Double bass (8)
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Concerto for Orchestra no. 5 “Four Russian Songs”
Mainz: Schott, 1998 (full score)
Instrumentation
Piccolo
2 Flutes
2 Oboes
English horn
2 Clarinets in A
Bass Clarinet
2 Bassoons
4 Horns in F
3 Trumpets in C
3 Trombones
Tuba
Timpani
Percussion I: sleighbells, small tambourine, crotales, chimes.
Percussion II: shaker, crotales, snare drum, guiro.
Percussion III: 2 gongs (small and medium), glass chimes, 4 bell plates, tambourine.
Percussion IV: tambourine, bass drum, gong, 2 tam-tams (medium and large), bar
chimes.
Harp
Celesta (also Piano)
Violin I (16)
Violin II (14)
Viola (12)
Violoncello (10)
Double bass (8)
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APPENDIX 4
Translations of Russian Terms, Lyrics, and Score Directions
Concerto for Orchestra no. 1 “Perky Chastushki”
Moscow: “Muzyka,” 1988 (full score)
5 mm. before 1, snare drum—метелочками: with brushes.
2, crotales—палочкой от треугольника по краю: strike the edge with a triangle beater.
4 mm. after 2, 4 mm. after 4 snare drum—по ободку: on the rim.
6, harp—в нижней части струн: lower on the strings (near the soundboard).
p. 21, *) Партия ложек и тарелок (до цифры 14) поручается одному исполнителю:
The part of spoons and cymbals (until rehearsal 14) is delegated to one
performer.18
12, wooden spoons—друг о друга: against each other.
12, cymbals—метелочкой: with a brush.
p. 23, *) Cмычком по дереву нотных пюпитров: tap the bow against the wood of music
stands.
p. 24, *) В случае отсутствия навыков игры на деревянных ложках, можно
исполнять их партию на Wood-block’e: If wooden spoons playing skills are
lacking, this part can be performed on a woodblock.
16, snare drum—метелочками: with brushes.
p. 30, *) Опустить валторну и сильным щелчком хлопать ладонью правой руки по
мундштуку, извлекая этим сухой, щелкающий звук sff. Если сила звука
окажется недостаточной, этот прием следует исполнять вчетвером (à4):
Put the horn down, and snap the top of the mouthpiece with the palm of the right
hand, producing a dry, clicking sound sff. If the sound will end up being not loud
enough, this technique should be executed by all four players (à4).
4 mm. before 20, violin I solo—последний пульт: last stand (same 2 mm. after 20 and 4
mm. before 21).
p. 31, *) Это соло обязательно должен играть скрипач, сидящий за последним
пультом вторым от публики: This solo must be played by the violinist who is
sitting at the last stand, farthest from the audience.
5 mm. after 21, violin II solo—последний пульт: last stand (same 6 mm. before 22, 1 m.
before 22 and 5 mm. after 22).
p. 34, *) Это соло обязательно должен играть скрипач, сидящий за последним
пультом вторым от публики: This solo must be played by the violinist who is
sitting at the last stand, farthest from the audience.
23, trumpet—немного белым открытым звуком, quasi canto: somewhat white, open
sound, quasi canto.
23, piano—с бумагой на струнах!: with paper on the strings!
p. 38, *) Под демпферы на струны положить лист бумаги (напр., газету) от fa малой
октавы до re 2-ой октавы, либо положить на струны треугольник с
палочками (сделать это надо заранее-перед началом исполнения):

18

All phrases that begin with an *) refer to directions and remarks that appear at the bottom of a
page in question.
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Place a sheet of paper (for example, a newspaper) on the strings, under dampers,
from F₃ to D₅, or place on the strings a triangle with beaters (this must be done
ahead of time-before the beginning of the performance).
p. 38, **) Трель и следующее за ней glissando исполнять одним первым пальцем
(как очень сильное вибрато, задевающее соседнюю ноту-quasi canto):
The trill and the following glissando should be played with the first finger only
(as a very wide vibrato, which touches a neighboring pitch-quasi canto).
4 mm. after 23, trumpet—губами: with lips [glissando].
5 mm. after 23, snare drum—по ободку: on the rim.
2 mm. before 24, viola sola—последний пульт: last stand.
p. 40, *) Альтист, сидящий за последним пультом вторым от публики: Violist, sitting
at the last stand, second from the audience.
8 mm. before 25, bass solo—первый пульт: first stand.
5 mm. before 26, tam-tam—палочкой от треугольника: with a triangle beater.
29, snare drum—метелочками: with brushes.
p. 54, *) Вместо четырех аккордов—тот же прием, что и у Corni (см. примечание на
стр. 30): Instead of the four chords—the same technique as in horns (see footnote
on p. 30).
2 mm. before 32, crotales—палочкой от треугольника: with a triangle beater.
33, piano—без бумаги: without paper.
35, timpani—высокий регистр обязателен!: high register is mandatory!
35, cymbals—метелочками: with brushes.
3 mm. after 35, piano—с бумагой или треугольником на струнах, quasi balalaika:
with paper or triangle on the strings, quasi balalaika.
p. 64, *) В случае отсутствия у Timp. маленького котла, вместо этого la—пауза: If
the small kettledrum is not available, instead of this A—rest.
p. 64, **) Щипок должен быть настолько сильным, чтобы струна коснулась грифа!
The pluck must be strong enough for the string to touch the fingerboard! [snap
pizzicato]
37, strings—шир. см. [= широким смычком,]: wide [whole] bow.
39, snare drum—метелочками: with brushes.
2 mm. after 39, strings—шир. см. [= широким смычком,]: wide [whole] bow.
2 mm. before 40, crotales—друг о друга: against each other.
43, snare drum—переменить метелочки на большие: exchange the brushes for larger
[heavier] ones.
43, tam-tam—палочкой от литавр: with a timpani mallet.
3 mm. before 44, crotales—палочкой от треугольника: with a triangle beater.
44, snare drum—метелочками большего размера: with larger [heavier] brushes.
2 mm. after 44, strings—шир. см. [=широким смычком,]: wide [whole] bow.
3 mm. after 44, piano—без бумаги: without paper.
6 mm. before 45, snare drum—по ободку: on the rim.
3 mm. after 51, snare drum—палочками, по ободку: with sticks, on the rim.
Notes from the Epilogue
p. 107, *) Эпилог исполняется по желанию—в случае успеха "Озорных частушек"
при публичном, концертном исполнении (это как бы "выписанный бис"):
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Epilogue is to be performed ad libitum—in case “Naughty Limericks” are
successful in public, concert performance (this is sort of a “written-out encore”).
p. 107, **) В эпилоге партию Piano желательно исполнять дирижеру. Дирижер так
же может (ad libitum!) исполнять соло рояля в цифре 35. В этом случае,
играя правой рукой (стоя!), левой-продолжать дирижировать:
In the epilogue, the piano part is preferably to be played by the conductor. The
conductor also can (ad libitum!) play the piano solo in rehearsal 35. In this case,
while playing the piano part with the right hand (standing!), keep conducting with
the left.
Concerto for Orchestra no. 2 “The Chimes”
Moscow: “Soviet Composer,” 1972 (full score)
1, chimes and Russian bells—не глушить: do not muffle [let ring].
3, basses—пятиструнные: five-stringed [instruments].
p. 8, *) Непрерывное медленное глиссандо на одном дыхании: Slow uninterrupted
glissando on one breath.
p. 10, *) Быстро как возможно—одновременность не обязательна: As fast as
possible—playing together is not a priority.
p. 10, **) Индивидуальный темп—одновременность не обязательна: In your own
tempo—playing together is not a priority.
p. 15, *) С щелчком о гриф: snap pizzicato.
2 mm. from the end, cellos and basses—колком: with the tuning peg.

The scores for Concertos nos. 3–5, published by Schott or Kompositor International, have
been translated into English and/or German.
Concerto no. 3 “Old Russian Circus Music”
Romance Ochi Chernye (Dark Eyes), the first verse.
Lyrics: Yevhen Hrebinka
Music: Adalgiso Ferraris
Dark eyes,
Passionate eyes,
Burning eyes,
And eyes so beautiful.
Oh how much I love you,
How afraid I am of you,
This is not a good omen
To be looking at you.
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Concerto for Orchestra no. 5 “Four Russian Songs”
Gypsy romance Dve Gitary (Two Guitars), the first verse and refrain
Lyrics: Apollon Grigoriev
Music: traditional gypsy dance, arr. Ivan Vasiliev
Two guitars, plunking,
Are weeping sorrowfully…
A memorable tune from the childhood,
My old friend—is that you?!
Ah, again, and again,
And many, many more times!
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